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Fretboard Theory 


Introduction 


About This Book 


Fretboard Theory is an excellent resource for musicians who are serious about jamming, understanding and creatin 
iis J & g 8 

guitar-driven music. The material contained in this book is based on a lifetime of professional experience teaching, 

publishing and performing in the world of guitar. ’ve compiled my expertise into one comprehensive book that will 

teach you the information that you'll find most beneficial to really understand and play guitar-oriented music. Fretboard 

Theory is a well-tested, proven, hands-on visual approach that will educate you about what you really want to know about 
y Pp Pp y y y 

jamming your favorite tunes and creating your own musical masterpieces. 


What You'll Learn 


Studying this book will teach you the musical elements that are most commonly used by popular guitarists and bassists. 
You'll learn how to build the most important of all chord forms, connect them to cover the whole fretboard, and break 
them up to create interesting shapes and voicings. You'll learn the two scales that dominate popular music and are 
used to compose and improvise melodies, riffs, solos, and bass lines. You'll learn how to chart chord progressions, play 
by numbers and recognize roots and keys. You'll finally uncover the simple truth about modes. You'll harmonize with 
intervals and add extensions to chords. And you'll learn all this as it relates specifically to the fretboard and popular 
songs which are listed throughout each chapter. 


Other Benefits 


But wait, there’s more! The information contained in this book will not only help you develop your improvisational and 
compositional skills, but enhance your ability to transcribe recorded music, improve your communication with other 
musicians, and increase your capacity to understand other instrument parts. After Fretboard Theory teaches you how 
things fit, you'll not only pick up on things quicker but retain more of what you learn. 


What’s Missing? 


Fretboard Theory won't cover reading standard musical notation or playing obscure and exotic music. Some formal 
vocabulary, traditional terms and outdated concepts have been purposely omitted in order to focus instead on more 
practical, useful information. The methods outlined on the following pages can work for anyone but a certain degree of 
knowledge is necessary before beginning your study. 


What You Should Know 


Fretboard Theory is intended for intermediate and advanced level guitar players. You should be familiar with open 
chords, barre chords, and playing songs. 


II 


Can Bass Players Benefit Too? 


This book is full of relevant information for guitar and bass playing. Since bass strings E, A, D, and G are tuned 
exactly one octave lower than the respective guitar strings, and because the scale patterns and chord shapes on these 
four strings are the same on both instruments, it’s unnecessary to illustrate bass and guitar separately. Bassists can play 
and learn from guitar parts just as they do bass lines. Likewise guitarists can benefit from learning bass parts. 


Seven-String Guitars and Five-String Basses 


There are no illustrations or explanations for seven-string guitars or five-string basses in this book. However, all the 
information still applies. If you play an instrument with an extra string, | recommend you ignore it initially with each 
lesson plan. You can work on incorporating it on your own once you've learned the material. 


What about Left-Handers? 


This book is written and illustrated from a right-hander’s perspective. Unfortunately, left-handers will need to reverse 
the diagrams and explanations themselves. 


How Fretboard Theory Works 


Remember matching shapes in kindergarten? Now you can put that skill to good use. The combination of horizontal 
strings and vertical frets creates a grid out of the fretboard. Rather than emphasizing the notes of the scales and chords 
you play it’s easier and absolutely necessary to visualize their patterns and shapes and how they connect. This is what 
separates the guitar from other instruments such as the piano (which has corrupted the teaching of guitar for too long). 
Material in this book is presented through a guitar player’s perspective and by visualizing everything on the fretboard. 


What Youw’ll Need to Do 


Each lesson is presented using illustrations, explanations, exercises and lots of song references. You'll need to practice 
and memorize scale patterns, chord shapes and exercises along with read all the text. You'll be instructed to learn 
independently some of the songs specified in each lesson. 


Learning Songs 


Learning and memorizing a chord shape or scale pattern is just the beginning. You absolutely must learn songs that 
demonstrate how to put something to good use. Songs are the glue that make everything you learn about music stick. 
This book makes good use of that rule by referencing popular guitar-oriented songs to demonstrate its principles. You'll 
find hundreds of examples of guitar-driven songs for you to research on your own as you work through each lesson in 


this book. 


It’s not necessary to learn all the songs I suggest. Focus on the songs that most interest you but don’t be afraid to try 
something new. I recommend that you first learn a song as it’s notated, then explore other ways the same parts could be 
played. Then you can apply what you learn to your own music. 


In order to learn the songs listed in the lesson plans of this book you'll need to seek out accurate transcriptions and 
recorded versions of the music. You may also find it helpful to work with your friends or find a good instructor. 
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Transcriptions 


Fretboard Theory is not a tabbed songbook but rather a method for learning the ¢Aeory behind music and popular songs, 
with lots of references present. The song recommendations will need to be looked up and learned on your own. You can 
find these songs transcribed in guitar magazines, tab books, other instructional books, and video websites. 


I urge you to consult with the most accurate sources available. At this stage of your development you want to make sure 
youre not missing the important details so don't be afraid to pay for the good stuff. The tab you find on the Internet is 
rarely complete or accurate. 


During my research for this book I relied heavily upon tab books published by the Hal Leonard Corporation. This company 
has an excellent selection of authentic guitar and bass transcriptions. For more information including a complete listing of the 
artist series tab books and sheet music available visit your local music store or log onto http://musicdispatch.com. Also, check 
out http://musicnotes.com and http://sheetmusicdirect.com. These two web sites offer you the option of purchasing 
and immediately printing authentic tab by individual song. You don’t have to wait for materials to arrive in the mail and 
you don't have to pay for a whole book! 


Dont forget to also search the videos posted at http://youtube.com and http://video.google.com for live performance 
clips and song learning lessons. 


Recordings 


In order to successfully learn the song examples I recommend, you'll not only need tab but also copies of the recordings. 
Listen to the songs carefully especially when working out the parts. Always check that youre reproducing the parts just 
as you hear them. Play along with the songs until you can follow the band without missing a beat. 


Getting music these days is incredibly easy. All the examples listed in each lesson are, of course, guitar-oriented so you're 
likely to already own copies of the recordings. If you don’t have a specific tune ask a friend. If not, there are websites like 
http://rhapsody.com that allow you to stream unlimited songs for a small monthly fee (they offer a free trial). If you 
prefer, songs can be purchased and downloaded individually there and also at iTunes (http://apple.com/itunes) and 
http://amazon.com. 


Studying with an Instructor 


There are lots of songs that you'll need to learn on your own and a good teacher can make a huge impact on your 
progress. Unfortunately, it’s not always easy to find such an instructor. A good instructor is one who can construct lesson 
plans that cater to your interests and has the talent, experience and know-how to help you achieve your goals even if 
that means simply learning songs. 


Look up all the instructors in your area who have a good reputation of helping students build their repertoire. Meet 
them and explain to them exactly what tunes you want to learn. Attend their performances to see if their style is a match 
for you. Ask their students how satisfied they are with their lessons. Your efforts will be well worth it if you find the 
right teacher. 


IV 


The Importance of Songs 


Not interested in learning songs? Consider this. I’ve never met an accomplished, successful musician who didn’t know 
how to play a ton of popular songs. The players I meet that struggle with their musicianship despite having a reasonable 
amount of knowledge and ability always seem to be the ones who have failed to learn, practice and study parts from 
recorded music. Whether they stubbornly refuse to be influenced by another’s work, or are too lazy to go the extra mile, 
these half-hearted musicians never get everything totally together. Don't let this happen to you! 


Let’s Get Started 


Are you ready to get started? In the first chapter you'll review some basic information that will help you assimilate 
the rest of the material in this book. Dont skip it! Take your time and follow all the instruction. You're on your way to 
solving a big puzzle. Good luck! 


Chapter I 


A Quick Review 


About This Chapter 


In this first chapter you'll review the notes on strings six 
and five and explore a few tricks to help you remember 
the location of these key notes. You'll also learn some 
important things about whole-steps, half-steps, flats, 
sharps and octaves. Since chord shapes and scale 
patterns usually originate from either the sixth string 
or the fifth string, this information is necessary in order 
for you to follow the lessons in each chapter throughout 


this book. 


Topics Covered 
I. Natural notes 
2. Notes on string six 
3. Notes on string five 
4. Whole-steps and half-steps 
5. Sharps and flats 


6. Octaves 


Underlined Letters 


In order to avoid confusion between the text and letters 
that represent musical notes, all notes are underlined 
throughout this book. For example, A minor scale, G 
major seven, etc. Likewise, some numbers and Roman 
numerals are underlined. 


Natural Notes 


Natural refers to a note that isn’t followed by a flat or 
sharp sign. The natural musical notes are simply the 
letters A through G. There are several associations that 
are helpful in remembering the location of these notes 
on strings six and five. If you follow these tricks, then it 
will be very easy to fill in the blanks and learn the rest 
of the fretboard. 


Notes on Sixth String E 


‘The sixth string open is E and it’s the root of the common open E chord. The third fret is G and it’s the root of the 
common open G chord. The fifth fret is A and it matches the open A string. This is why the fifth fret is commonly 
used for relative tuning. The twelfth fret is E one octave higher than the open position and is specially marked with an 
additional dot. 


half-step whole-step 


Open E Chord Open G Chord Relative Tuning 


Notes on Fifth String A 


‘The fifth string open is A and it’s the root of the common open A chord. The second fret is B and it’s the root of the 
fairly common open B7 chord. The third fret is C and it’s the root of the common open C chord. The fifth fret is D and 
it matches the open D string. The seventh fret is E and it’s one octave higher than the sixth string E (exactly the same 
as the twelfth fret of string six). The twelfth fret is A one octave higher than the open position. 


whole-step half-step 


Open A Chord Open B7 Chord Open C Chord 


Relative Tuning 


Octave 
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Whole-Steps and Half-Steps 


Musical notes are used in order A through G. Some notes are two frets apart while others are only one. Two frets are 
equal to the musical distance known as a whole-step. One fret is equal to the distance known as a half-step. This is a 
little confusing at first. You'd expect that moving up one whole fret would be equal to one whole step but it’s not. 


‘The distances between the notes remain the same in every octave regardless of location. In other words, A to B is always 
a whole-step (two frets) regardless of their location on the fretboard. B to C is always a half-step (one fret), and so on. B 
& C along with E & F are only a half-step apart. There’s no space between these notes. All other notes are a whole-step 
apart and will always have a fret between them. 


String Six: Filling in the Spaces 


1. E & F are always right next to each other, just a half-step apart. Wherever there’s an E, an F note is always a half- 
step higher in the very next fret. So, if the sixth string open is E, then the first fret must be an F. 


2. You already know that the third fret is G and the fifth fret is A. If the fifth fret is A, then the next note to locate is 
B because the notes are used in alphabetical order. 


3. B is a whole-step, two frets, above A. 


4,B & C are always right next to each other, just a half-step apart. Wherever there’s a B, a C note is always a half-step 
higher in the very next fret. 


5. C to D is a whole-step 


6. You should already know that the next note is E, one octave higher than the open E. Two dots or inlays mark the 
twelfth fret for this reason. 


String Five: Filling in the Spaces 


1. If the fifth string open is A, then the next note to locate is B. If the fifth string open is A, then B is a whole-step 
higher at the second fret (the root of the fairly common open B7 chord). 


2. You already know that the third fret is C and the fifth fret is D. 
3. From D, E is a whole-step higher. 

4. From E, F is at the very next fret a half-step higher. 

5. F to G is a whole-step. 


6. The next note is at fret twelve. What is it? 


Exercise 


Following the alphabet and the half-step/whole-step layout, move up the neck playing and saying aloud each natural 
note on strings six and five. Once you have the notes down, try starting at the twelfth fret and moving backward. 


The Twelfth Fret 


Notice how the notes repeat again in a higher octave every twelve frets. That’s why most guitars have the twelfth fret 
specially marked with two dots. It’s at the twelfth fret where all the open string notes repeat in a higher octave. Or, 
it’s where the fretboard starts over one octave higher. The inlays, or dots, between the open position and twelfth fret 
correspond to the inlays after the twelfth fret in terms of notes. For example, G is located at the first dot (most guitars 
have a dot at the third fret) from the open sixth string and likewise an octave G is located at the first dot from the 
twelfth fret on the same string. 


Groups 


The following diagrams illustrate the location of two groups of key notes. The first diagram illustrates how F, G and A 
are all a whole-step apart and where this group is located on strings six and five. The second diagram illustrates how 
A, B and C are one whole-step and one half-step apart and where this group is located on strings six and five. Take a 
moment and study these examples. 
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Sharps’ and Flats’ 


Sharp (#) means a half-step, one fret, higher. For example the second fret of the sixth string is F# meaning a half-step 
higher than F at the first fret. Flat (b) means one half-step lower. The same F# is also considered Gb meaning a half-step 
lower than G at the third fret. The fret between G and A is G# or Ab and so on up the neck. There’s no fret between B 
& C, or E& F. If you need help remembering the difference between sharp and flat, think of a flat tire. It makes a car 
lower to the ground. 


Octaves 


If you know the notes along strings six and five, then you can use the octave system to locate these notes elsewhere on 
the fretboard. The octave system works as follows. 


1. Any note on string six can be played in the next octave by moving over two strings and up two frets. 

2. Any note on string five can also be played in the next octave by moving over two strings and up two frets. 

3. Any note on string four can be played in the next octave by moving over two strings and up ¢hree frets. 

4. Any note on string three can also be played in the next octave by moving over two strings and up ¢hree frets. 


You can also play octaves between strings six and three and strings four and one. These octaves along with the octaves 
described above are all illustrated in the following diagram. In this example all the notes are G. 


octaves 


The Important Strings 


In upcoming chapters you'll learn that chord shapes and scale patterns originate from either the sixth string or the fifth 
string. In addition, any note on the other strings can be traced back to these strings using the octave system. Because of 
this, it’s only necessary to study the notes on these strings. Sharps and flats can easily be used to fill in the spaces so you 
need only to review the natural notes. Make sure you review and practice the info in this chapter before you move on. If 
you don't know the location of these key notes, then you'll easily get confused in later chapters. Learn the notes! 


Conclusion 


Now that you've reviewed the important notes on strings six and five and have learned to associate these notes with 
common chords you're ready to get into the good stuff. The next chapter deals with the very popular and useful 
pentatonic scale. 


About This Chapter 


The pentatonic scale is a very popular scale used to 
create riffs, solos, and basslines. It’s frequently used 
in conjunction with common chords to create more 
complex and melodic rhythm parts. It can even be used 
to compose parts for other instruments including voices. 
For those of you who feel you already understand the 
pentatonic scale well enough to skip this section, don't! 
Odds are you'll learn something new and valuable. 


Topics Covered 


I. Scale template 

2. Matching shapes & connecting patterns 
3. Playing across the whole fretboard 

4. Fingering 

5. Major and minor tonalities 

6. Playing in all keys 

7. Practicing 


8. References to familiar songs 


About the Scale 


“Penta” means five. “Tonic” means tones or notes. The 
pentatonic scale is a five-tone scale. For example: The E 
minor pentatonic scale uses the notes E-G-A-B-D. Scale 
tones can be played in any octave and in any position. 
As a result, the five notes occur scattered all around 
the fretboard. Below you can see where the E minor 
pentatonic scale notes are located on the fretboard. 


Chapter 2 


The Pentatonic Scale 


The Pentatonic Scale Template 


The concept of matching shapes and connecting 
patterns is how players of fretted instruments navigate 
around the fretboard. In order to learn and use this scale 
effectively, it’s necessary to chop up the notes into easy- 
to-play patterns. As you can see in the next group of 
diagrams, there are five different pieces that connect to 
complete the whole puzzle. 


‘These patterns should be completely memorized. Start 
with pattern one and play up and down it repeatedly 
until doing so becomes a routine and you don't have to 
think about what you're doing. When you've memorized 
pattern one completely, continue with the others. 
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Pentatonic Scale 


E minor 
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This notation and tablature shows you how to play up and down pattern one. Play up and down the remaining patterns in the same manner. 


Fingering 


There are a few different ways you can finger the patterns 
that make up the pentatonic scale template. There is no 
perfect fingering and you'll surely end up utilizing more 
than one depending on what you're trying to play. As 
a general rule don't use your index and middle fingers 
alone. This approach isn’t efficient and will make you 


look and sound like a hack. 


Many guitarists learn the patterns best by using all four 
fingers. The notes of each pattern are spread across four 
frets. The exception to this rule is pattern three which is 
spread across five frets. Using four fingers allows you to 
use one finger per fret and makes it easier to visualize the 
patterns. You may prefer to use only your index and ring 
fingers. This approach helps many guitarists generate 
more power and control without getting adjacent fingers 


tangled up. 


By the way, if you're not already doing so, alternate 
your pick! Bass players should alternate their index and 
middle fingers. 


Matching Shapes 


The methods in this book emphasize matching shapes. 
The combination of horizontal strings and vertical frets 
creates a grid out of the fretboard. Rather than focusing 
on the notes of the scales and chords you play, it’s easier 
and absolutely necessary to visualize the patterns and 
shapes that result on the fretboard. This is what separates 
guitarists from other instrumentalists. 


Connecting the Patterns 


The diagrams on the next page are color coded to 
illustrate how a portion of each pattern is reused for the 
following pattern. It’s essential for guitarists to visualize 
these shapes and how they connect to one another. As 
you put the whole pentatonic scale puzzle together, don't 
dwell on the fret numbers. ‘They will always be different 
depending on the key. The shapes, and how they connect, 
will never change. Match the shapes! 


Pattern one connects to pattern two. Pattern two 
connects to pattern three and so on. The patterns start 
over an octave higher after pattern five. Pattern five 
connects to another pattern one. The new pattern one, 
an octave higher than the original, connects to another 
pattern two and so on until you run out of fretboard. 


The neck diagrams used throughout this book only 
illustrate patterns just past the fifteenth fret. When 
youre piecing together the pentatonic scale template 
you should continue connecting patterns until you run 
out of fretboard. Things get easily crowded past the 
twelfth fret. You may have to change your fingerings. 
Acoustic guitar players may have to give up before the 
entire fretboard is finished. 
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Practice 


Learn and memorize the five patterns of the pentatonic 
scale template now (whether it takes 15 minutes or 
a week). Focus on one pattern at a time. Eventually, 
connect the patterns until you run out of fretboard, then 
trace your way back to where you started. Come back 
and read on when you're done. 


F-YI. In order to develop a comprehensive understanding of music theory you normally 
would begin by studying the major scale. However, most guitar players are more familiar 
with the pentatonic scale and more comfortable playing the common “box shape” 
patterns it creates. From a playing perspective it makes more sense to concentrate on 
the pentatonic scale first. You'll learn about the major scale in later chapters. 
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Major and Minor Pentatonic 


Nearly all guitarists understand the pentatonic scale 
as a minor scale. Very few realize that it can be major 
also. To truly comprehend the difference and benefit of 
knowing both you'll have to learn song examples (which 
will be mentioned shortly). In the meantime let’s explore 
a visual example. 


Notice in the next two diagrams how both an E minor 
chord and a G major chord can be built from this 
pentatonic scale (shaded circles represent chord shape). 
No other basic chords can be made. This scale can 
function in two different ways and as a result has two 
possible names: 1.) The E minor pentatonic scale or 2.) 
The G major pentatonic scale. 


open E minor chord / E minor pentatonic scale 


open G major chord / G major pentatonic scale 


You can use this pentatonic scale to play over songs 
with an E minor tonality and also songs with a G major 
tonality. You can always use pattern one to determine 
the two possible keys of any given pentatonic scale. The 
first note in pattern one will always be your minor root. 
‘The second note in pattern one will always be your major 
root. Did you ever think of using this scale to play over a 
song with a G major tonality? Did you know that a large 
portion of popular music utilizes the pentatonic scale in 
this way? You'll learn more on this later. 
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Riffs, Solos, Melodies, and Basslines 


The songs in the following list include melodies, riffs, 
solos and bass lines that use the E minor pentatonic 
scale (called so because E functions as the root). Look 
up and learn these songs on your own. You don’t need 
to learn each song in its entirety, just focus on the 
pentatonic part. 


E Minor Pentatonic Scale 


“Susie Q” Creedence Clearwater Revival......csssssssssssscsssssssssssssssssessscssssssseess Ger. Riff 
“Green River” Creedence Clearwater Revival........sccsscsssssssssssssssssesessssssneeees Ger. Riff 


eRunpleilazesiiimiblendine 7. nescence areas n enh tom aaa then, Ger. Riff 
“Are You Gonna Go My Way” Lenny KravitZ......scssssssssssssissei Grr. Riff 
‘Yoodoo Child (Slight Return)” Jimi Hendtix....cu::irsnnnnnon Gor Riff 
S Back IniBlacksgAC/ © eremmas 2 meme nne ttn een RBs Gtr. Riff 
“Man in the Box’ Alice In Chains...............scsssssssssessessesesseeees Ger. Riff/Vocal Melody 

“Play That Funky IMIUSKmay Vitel ©heriyseseeenn eens Bass & Gtr. During Verse 

= ParanoidieBlackSabbathnates: aren sam sutrrn rm suernt i i ercbane rote oh Gtr. Solo 
“Hey Joe” ilFicavil  ielolor-erenemee te pater remeron nae tdue ria mao erae Grr. Solo 
“Turn Off the Light” Nelly, Furtadomstersnursteceonirmeprcrmeraniree Gtr. Solo 
“Pawn Shop” folila sj Ouutnw wenn ot avnuernn amen itan tucayauirna tet Bass, Gtr. Solo 


Various patterns, including pattern combinations, are used in different songs. Parts can 
start on any note. 


The songs in this next list use the G major pentatonic 
scale (called so because G functions as the root). 


G Major Pentatonic Scale 


“Honky TonkVVoman” The Rolling Ss tonccmers ste eeeeeerees Intro Gtr. Lick 
“Wish You Were Here” Pink Floyd....... ....12-String &8 Lead Gtr. Intro, Bass 


“Sweet Home Alabama” Lynyrd Skynyrd... Gir. Intro && Solos 
+ Centerfold) site)! Geils: Band #acence se aemeted ee wane eu ncn oa Grr. Riff 
S@annomnball gal ane): dct y sees eens ne een ener enna Gur. Riff 
“Amazing Gracey Hlynin sce ee ner sonnei Vocal Melody 


Various patterns, including pattern combinations, are used in different songs. Parts can 
start on any note. 


Learn and memorize on your own some of these 
pentatonic examples. I offer some free online tab to all 
web visitors that will help you get started. Ifyou haven't 
already received an e-mail notification about this, then 
follow the instruction at the end of this chapter. “Amazing 
Grace” is just one example I notated for you below. 


Amazing Grace G Major Pentatonic Scale 
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Continued on next page 
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Transposing 


Now that you've memorized all five pentatonic scale 
patterns, learned how to connect them, and realized that 
there are two possible roots, it’s time to transpose the 
scale to different keys. You'll shift the whole pentatonic 
scale template to accomplish this. 


You can shift the template by simply starting pattern 
one at a different fret. For example, if you start pattern 
one at the first fret, rather than from the open E, you'll 
have transposed to a new key. You'll no longer be able 
to utilize the open strings in this key. As a result, you'll 
have to finger all the notes. Remember that the first 
note in pattern one will always be your minor root and 
the second note will always be your major root. 


When you start pattern one at the first fret, the first 
note is no longer E. It’s now F. Likewise, the second 
note is no longer G. It’s now A>. This new key is F 
minor, or A> major pentatonic. Pattern one connects to 
pattern two just the same and so on. The diagram on the 
next page illustrates how things lay out in this new key. 
Practice playing the entire pentatonic scale template in 
this new key. 


Continue connecting until you run out of fretboard. 
Hopefully you now see why you should learn the 
pentatonic scale patterns by shape rather than fret 
numbers. You didn’t memorize the fret numbers from 
the previous key did you? 
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F Minor/A?> Major Pentatonic Scale 
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pattern 4 


pattern 5 


You can play the pentatonic scale starting at any fret 
and in any key. The next group of diagrams illustrates 
the pentatonic scale template starting at the second fret. 
From this new starting point the first note in pattern 
one is now F#. The second note in pattern one is now 
A. This creates the F# minor, or A major pentatonic. 
Continue connecting the patterns until you run out of 


fretboard. 


F? Minor/A Major Pentatonic Scale 
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pattern 5 


The group of diagrams on the next page illustrate the 
pentatonic scale template starting at the third fret. From 
this new starting point the first note in pattern one is 
now G. ‘The second note in pattern one is now BD. This 
creates the G minor, or B> major pentatonic. 


G Minor/B> Major Pentatonic Scale 
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pattern 5 


Connecting Backward 


As you practice playing in different keys, don’t forget 
to consider the section of fretboard before pattern one. 
When you start pattern one at the third fret there is 
room to fit in a pattern five before it. This is illustrated 
in the following diagrams. 


pattern | 
O 
H O 
| e © © e 
i O 
' pattern 5 
i O 
ie = 
e Ld 
cy = @ g @ 
i, oO 
it 
=O 


15 


Songs 


The songs in the following list use the G minor 
pentatonic scale. G is now the first note in pattern one 
and it functions as the root in these examples. Learn, 
memorize and practice some or all of these tunes. Come 
back and read on when you're done. 


G Minor Pentatonic Scale 


BLOW TIT sna a eee eect eeee etree erase mR teria eee Bass 
eBonmiU nce tal acl Signe Crecnateeaeecseteernrtecentrernnteceenrrtreenrteeenrrt eens Bass 
“Lady Marmalade” Patti Labelle..........sccsssssessssserseesessenssseessesenssseesetes Bass & Gtr. 
siMoney tor INGthingte Dire straits meen ave sen ceenn tener een Gor. Riff 
“1 Shot the Sheriff” Bob Marley/Eric Clapton........sssrseees Grr. Riff at Chorus End 
gltly Gemerationys [helio essencsnttrccreetresaerssnrrenet ener esmnr ane Bass Solo 
“Play That Funky Music” Wild Cherty........-ssssssseese Bass &§ Gtr. During Chorus 
“Are You Gonna Go My Way” Lenny Kravitz... Grr. Riff 
“| Can’t Make You Love Me” Bonnie Raitt.......:cscsssssssesssssesssseeen Vocal Melody 


Various patterns, including pattern combinations, are used in different songs. Parts can 
start on any note. 


Still Connecting Backward 
When you play in the key of A minor (C major) there 


is room for a pattern five and also a pattern four before 
pattern one begins. The higher you place pattern one on 
the fretboard the more patterns will come before it. You 
can figure this out by moving backward from pattern 
one. Pattern one connects back into pattern five, pattern 
five connects back into pattern four and so on. 


: 
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| € Se ® 
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| pattern | 
0 
U 
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| pattern 5 
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Practicing 


Practice playing daily the pentatonic scale in different 
keys. Continue connecting the patterns until you run out 
of fretboard in BOTH directions. In other words, don’t 
forget that a pattern one can connect back into a pattern 
five, five back into four, etc. Additionally, remember that 
patterns can fall in the open position. Don’t forget to 
factor in the open strings. 


More Songs 


The following list includes more pentatonic scale songs 
to learn. Remember that the pentatonic scale, like any 
scale, can be used in any key, in any pattern, or in any 
combination thereof. Parts can start on any note. Learn, 
memorize, and practice some or all of these examples 
(no matter how long it takes). You don't need to learn 
each song in its entirety, just focus on the pentatonic 
part. Come back and read on when you're done. 


More Pentatonic Scale 


eAmie™ Bure Prairie lheasues nese eee ee Gur Intro (A major, 
“All Right Now’ Feee...... .Gtr. Solo 2:28 (A major, 
“LA Grange” ZAlopen ...Gtr. Intro (A minor, 
“Tweezer”’ Phish. Gtr. Intro (A minor, 
STomonnow Silverchair ascscctcsneeeccneeie Gtr. Rhy. Fig 2 (A minor, 
eBreakdownis\omPcttynennss sarees neem Gtr. 2 Intro (A minor, 
VAlllIRightt INOW?” Brees. secscececeee ce ceeenererarens Gur Solo 2:04, 3:14 (A minor, 
“Jessica” The Allman Brothers Band.........sssc-cssssssssessessssee Bass Intro && Chorus (A major, 
mW psideiDownis|acks|ohnsonmsss sen eae en enna Grr. Riff 0:11 (E major, 
“| Love Rock ‘N Roll” Joan Jett.......Gir €% Bass Verse (E minor), Gtr. Solo (E major, 
“Yellow Ledbetter’ Pearl Jarn....sessssssssusstseseeueseesssstsaseste Gtr. Solo (E major, 
“Blue Sky” The Allman Brothers Band......sssssesssemsneeteee Gtr. Intro & Solo (E major, 
“Gasoline Alley” iRodiStewantemtermantarnrtn: Gtr/Vocal Melody 0:29 (E major, 
HMeet Virginia: slcansaeananccncs macemcmcmerctneeetare Gtr. Solo (E minor, 
“Running Down a Dream” Tom Petty....ussssssessssnesnsnns Grr. Solo 3:02 (E minor, 
“Good Times Bad Times” Led Zeppelin.........as Grr. Solo 1:30, 2:03 (E minor, 
6 Gome) Downs Busticerrsai enters wena ternre rena Bass Fig. 1 (B minor, 
dMoney (Pink Ploydieee sess neers e Gtr. & Bass Intro & Verse (B minor, 
“Couldn’t Stand the Weather’’ SRV........... Gtr. Intro Eb Tuning (B, A, G minor, 
“My Girl” The Temptations ......cc...ccsessessecsssnessseeeee Gur. 1 RiffA & B(C & F major, 


“Better Together” Jack Johnson... 
“Stayin’ Alive” The Bee Gees...... 


....Gtr. Intro (EF major) 
..Gtr. 2 Riff A (F minor) 


“Beverly Hills” Weezer..... .Gtr. Solo 1:43 (F minor) 
“Let It Be” The Beatles ......ccccssse ..Gtr. 1 Verse 2 (C major) 
“American Woman” Lenny Kravitz.sesssescssssseesesassseiee Gtr. Solo (B €3 C minor) 
pley@Redfot Chili Pepperswes teense nemesis Grr. Interlude (€ minor) 
“A Life of Illusion” Joe Walsh... Ger. Intro Riff Drop-D Tuning (D major) 
sMMagpie) May * Rod Stewartancc: cs cste semen ree Grr. Solo (D major) 
“Spoonman”’ Soundgarden .....sssessreseen Ger. & Bass Riff, Drop-D Tuning (D minor) 


Various patterns, including pattern combinations, are used in different songs. Parts can 
start on any note. 


Chromatic Passing Tones 


As common as the pentatonic scale is, so too is its use in 
combination with chromatic passing tones. Chromatic 
passing tones are notes, not in a scale or key, that are 
used to bridge the gap between scale tones, or help a 
series of notes to pass from one scale tone to another. 


With the pentatonic scale, this frequently occurs 
between the notes that are a whole-step apart. The most 
common application occurs between the scale tones on 
string five in pattern one. The diagrams at the bottom of 
the page illustrate pattern one in various keys with this 
common chromatic passing tone added. Notice that the 
added tone occurs twice in pattern one, first on string 
five and again in the next octave on string three. 


“Blues Scale” 


This version of the pentatonic scale is common in blues 
music and has been adopted by all popular styles today. 
When the pentatonic scale includes this particular 
passing tone the scale is commonly referred to as the 
“blues scale.” 


E minor or G major “Blues Scale” 
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G minor or BP major “Blues Scale” 
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minor or € major “Blues Scale” 


"Blues' Scale 


17 


E minor 
Pattern | 
o = 
Gtr. i | o | e 
+ F os te ws « 
vw 
m ; 8 3 
T - e 2 3 
B e 4 2 
0 3 
“hy e = = 
Bass 4 = = oe o y 
oe 
A — —- | | 
rn) 4 2 
B i 3 
5 
eo = 
oe he = 
o = 
wv fe fe se SF 
i : 3 0 
al 3 2 rn 
B 2 4 rs : ; 
BF 
- = = | 
oe 
= oe 
z 2 iu ; 
3 ry 


Notation 


The notation example above shows you how to play up 
and down the E minor, or G major, “blues scale” pattern 
one in the open position. 


Other Patterns 


Like the scale tones that make up the pentatonic, this 
chromatic passing tone is also located all over the 
fretboard. You'll understand how the addition of this 
note affects the patterns by learning the song suggestions 
on the next page. 


Blues Scale Songs 


The list on the next page includes songs that use the 
pentatonic scale in combination with the chromatic 
passing tone you just learned. Learn and memorize 
some or all of these examples. Come back and read on 
when youre done. 


Occasionally a chromatic passing tone will be used 
between the scale tones on string four in pattern one. 
Of course, it can occur in any pattern but pattern one 
is a good start. The song “Black Dog” by Led Zeppelin 


demonstrates this well. 
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“Blues Scale” 


MTake'ltiEasy2The Hacles none teachin cece mame hea Gur. Intro (G major) 
PSIG DUKeCustcyiel Vouder nent een nant e men Band Riff (B major) 
“Pride and Joy” Stevie Ray Vaughan.................0 Ger. Intro Turnaround (E minor) 
“Roadhouse Blues” The Doots.....:...css:sssssssssseesssssessesneessseeeees Ger. Riff (E minor) 
“The Old Man Down the Road” John Fogerty........:ssssssssse Gur. Riff (E minor) 
“Readymade” Redibior€ hiltikeppersmucnsem rss Gtr/Bass Riff 1:10 (E minor) 
aT UCKin gee ne Gratettllcac eee n nn Ger. Riff 0:01 (E minor) 
“Sunshine of Your Love” Cream... .... Gir. & Bass Intro, Verse (D minor) 
“Heartbreaker” Led Zeppelin.....csscscscsssssssseseeeseeen Gur. & Bass Intro (A minor) 
“Rock and Roll, Hoochie Koo” Rick Derringer... Ger. Riff 0:18 (A minor) 
“Life by the Drop” DteviedavAVAUo ammeter etcetera Gtr. Intro (A minor) 
siLovelllemvadlyailhe Doormstamseernset senate Ger. Riff 0:40 (E minor) 
“Black Dog’ “Med | Zeppelinec nace aeaccnatesen ter: Ger. & Bass Riff (A & E minor) 
“Bombtrack’ Rage Against the Machine........sssseses Ger. & Bass Riff (F# minor) 
“Groove is in the Heart’’ Dee Lite & World Clique...Ger. & Bass Riff (Ab minor) 
mlromiMania Black Gabhathiennreteretneternrs Grr. & Bass Riff Bridge (B minor) 
“The Lemon Song’ * Led Zeppelith...sscsscsscneese Gtr. & Bass Turnaround (E minor) 
BSalte lala Sublime secs seece csmmecte niente era nme rae Gur. Solo (E major) 
SGnease bran kieWallime setae nnn mney neem ane ur, Horn Riff (B minor) 


Various patterns, including pattern combinations, are used in different songs. Parts can 
start on any note. 


Applying the Pentatonic Scale 


You can use the pentatonic scale to improvise and 
compose on your own. You can start by using all the 
songs listed in this chapter to do so. The parts from 
these songs will give you plenty of lick and phrasing 
ideas to use in your own playing. After you learn the 
recommended parts, let the song play and make up your 
own parts using the same pentatonic scale. 


Find the Root 


If you want to play over something else, including 
your own music, then you'll need to figure out the 
root of the song. The root is the home base of a song 
or chord progression. You'll recognize the root because 
everything seems to revolve around it and come back to 
it. It’s where things sound resolved or done. It’s usually 
where things begin and end but not always. You'll have 
to use your ear to figure out the root of a song. 


Using Your Ear 


Here’s a good method. With a song playing in the 
background, play through every note on string six 
beginning with the open E. You'll hit the root eventually 
and hopefully your ear will recognize it. Once you've 
found the root, you'll have to determine whether to play 
the minor or major pentatonic. Play both tonalities by 


first positioning pattern one so that the root is the first 
note, then reposition pattern one so that the same root 
ends up being the second note. Which sounds better? 


Major, Minor and the Blues 


The rule is that whena song has a major chord functioning 
as the root, you should play the same major pentatonic 
scale over it. For example, the song “Yellow Ledbetter” 
by Pearl Jam has an E major chord functioning as the 
root and the guitar solo utilizes the E major pentatonic 
scale. 


When a song has a minor chord functioning as the root, 
you should play the same minor pentatonic scale over it. 
For example, the solo section in “Stairway to Heaven” by 
Led Zeppelin has an A minor chord functioning as the 
root and the guitar solo utilizes (among other things) 
the A minor pentatonic scale. 


‘The exception to this rule comes when playing blues. 
This style often breaks the rule by using the minor 
pentatonic scale over a major-based chord. For example, 
the song “Give Me One Reason” by Tracy Chapman 
has an F# major chord functioning as the root yet the 
guitar solo uses mainly the F# minor pentatonic scale. 
This creates a unique sound that is a big part of the blues 
flavor. Keep in mind that this application is only one of 
the ways in which the scale can be used and usually only 
sounds good with blues and blues-based rock songs. 


Pentatonic Scale DVD 


For more detailed instruction on the pentatonic scale 
including technique and sample jams, see my DVD 
entitled Getting Started with the Pentatonic Scale. More 
details, a free preview, and ordering information is available 
at my web site: http://Guitar-Music- Theory.com 


Join the Mailing List 


If you're not already receiving messages from me about 
your purchase, then join the Fretboard Theory customer 
mailing list to receive online bonuses, updates and 
special announcements. Plus, have a direct line to me 
for personal email support. To subscribe simply send 
a blank email to desi-155856@autocontactor.com 
and then wait for a follow up message to confirm your 
subscription (be sure to check your junk/spam folder for 


this reply). 
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Chapter 3 
CAGED Template Chord System 


About This Chapter open C chord 


Now that you have learned all about the pentatonic 
scale and explored specific examples of its usage let’s 
switch gears and talk about chords. In this chapter you'll 
learn the most essential of all chord shapes and how 
to connect them across the whole fretboard in all keys 


using the CAGED template. 


Root 


open A chord 
Topics Covered 


I. Moveable forms 
2. Fingering = Root 
3. Arpeggios 


4. Inversions 


5. Voicings 
6. Partial forms 


7. Alternate bass notes 


8. CAGED template 


9. References to popular songs 


open E chord 


CAGED Open Forms 


There are five basic forms that are used to build chords 
on the guitar. In the open position, they’re known as 
open C, open A, open G, open E, and open D. What’s Root 
that spell? CAGED. The neck diagrams in the opposite 
column illustrate each of the five forms in their respective 
open position. 


open D chord 


Root 
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It’s important to know where the root is located in each 
of these forms. If you've never given much thought to 
the roots in these chords, take a few moments now and 
study the diagrams. Generally speaking, the root is the 
lowest pitched note in the form and where you should 
begin strumming. Pay attention to which strings should 
not be strummed (indicated by an “X”). 


If you don't have much experience using these common 
open chords, then you need to spend time practicing. 
Find some beginner level songbooks that emphasize 
these chords and start strumming. If you're already 
familiar with these basic shapes, don’t skip ahead. You're 
going to new places with these chord forms, so pay 
attention! 


Capo 


Each one of these five forms can be moved around the 
neck to create new chords. Before you move your fingers 
away from the open position, consider that the open 
strings are part of the form too and must move along with 
everything else. One way to accomplish this is to attach 
a capo on your guitar. A capo will reposition the open 
strings for you. If you put a capo at the first fret and play 
each one of these shapes, the C chord becomes a c# 
chord, the A chord becomes an A® chord, and so on. 


Barre 


If you want to move the C shape around the fretboard 
to play a progression, you need to reposition the capo 
in between changes. Of course, that poses a problem. 
The solution is to use your index finger as a capo by 
“barring” across the fretboard. Then build the chord 
with your remaining fingers. Each one of the CAGED 
open forms can be transformed into a barre chord and 
moved around the fretboard. 


“C Form” Barre Chord 


The diagrams on the next page illustrate how to transform 
the common open C chord into a moveable “C form” 
barre chord. When you do this, the root lies beneath 
your pinky finger on the fifth string. For our purposes 
now, the sixth string should be skipped or muted. You 
can play different major chords along the fifth string by 


sliding this form around. 


When you move this form away from the open position 
it’s no longer a C chord. For example, if your pinky finger 
is at the fifth fret, then you're actually playing a D chord. 
The shape is still what’s thought of as a “C form” but the 
actual chord name depends on what’s under your pinky 


finger. 


This “C form” barre chord can be difficult and 
uncomfortable to play at first. Be patient. It’s helpful 
to realize that your index finger only needs to hold 
down strings one and three. It’s not necessary to barre 
completely across the fretboard. Also, you'll soon discover 
that this chord form is rarely played in its entirety. 


Inversions and Voicings 


Major chords are comprised of three notes. ‘These three 
notes can occur more than once and be combined in any 
order. An “inversion,” for practical intents and purposes, 
is simply a rearrangement of the notes in a chord from 
one shape to another. The notes are inverted, get it? 
Although the building blocks remain the same, changing 
the order in which notes are combined creates a different 
sound or “voicing.” Sometimes this is accomplished by 


not playing the whole chord shape. 


Partial Forms 


You can create different inversions and voicings by 
breaking a chord form up into partial forms. Oftentimes 
this makes a chord easy to finger and play. One way a 
“C form” barre chord can be simplified is to remove your 
pinky finger. When you do this, make sure to skip or 
mute the fifth string. What’s left is a four-note voicing on 
strings one through four as used in the intro to “Stairway 
to Heaven” by Led Zeppelin. This is illustrated in the 
diagrams on page 22. 


Another option is to remove your pinky and your ring 
finger. Again, don't forget to skip or mute both strings 
five and four since you've taken your fingers off of 
them. What’s left is a three-note voicing on strings 
one through three that is part of the common open D 
chord. In the intro to “Hole Hearted” by Extreme this 
triangular shape is moved around to different frets. The 
“C form” and “D form” barre chords are closely related 
and share this same triangular shape on strings one 


through three. 


“C Form” Barre Chord 


GG, Root 


= New Root 


(E New Root 


Q 


open C chord 
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D (“C form” barre chord) 
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es 


E (“C form” barre chord) 


@ 


E (“C form” barre chord) 


yr 


C- New Root 


example fingering 


@ 


ae 


Partial Forms 


When playing partial chord shapes you can visualize the root of the parent form even 
when its omitted. 


The most common way to play the “C form” barre chord 
is to omit the pinky finger on string five and the index 
finger on string one. When you do this, skip or mute the 
omitted strings. What’s left is a three-note voicing on 
strings two, three and four as used during the interlude 
to “Jack and Diane” by John Mellencamp. 


This voicing sounds good, is easy to finger, and enables 
you to effortlessly access an “A form” barre chord. If 
you play a common open A chord by barring with your 
index finger, then it’s very easy to add your middle and 
ring fingers to build a “C form” of D. By adding and 
taking off your middle and ring fingers you can alternate 
between an A chord and a D chord quickly and with 
minimal movement. This trick has become a trademark 
of Rolling Stones guitarist Keith Richards. You'll get 
plenty of exposure to this technique as many of the song 
examples coming up use a partial “C form” in this way. 


“Keith Richards” Trick 


open A chord 


a a a 
Pt maa 
| igi @ |) hf eo] Cf 


Alternate Bass Notes 


There are a few more voicings you'll want to learn before 
moving on but you'll need to consider the notes that 
make up a C major chord. They’re C, E and G. When 
you play a common open C chord you probably always 
put the root C in the bass (lowest position), but you 
could use another note from the chord. You can add an 
alternate bass note by including the open sixth string E 
or the G at the third fret. 


You can add the open low E string to the C chord by 
simply strumming from string six. This shape is referred 
to as C/E, meaning a C chord with an E in the bass, and 
is used in the verse to “Plush” by Stone Temple Pilots. 
This is illustrated in the diagrams on the next page. 


You'll have to rearrange your fingers in order to include 
a low G in a C chord. You can do this by moving your 
ring finger over to the low G and your pinky finger can 
take over the root C. This shape is referred to as C/G, 
which means a C chord with a G in the bass. Pink Floyd 
uses the C/G in the verse to “Wish You Were Here.” 


Slashes 


Any time there’s a note other than the root in the lowest 
position, technically it should be indicated by using a 
slash. In order to simplify things, most of the slashes 
have been left out of this chapter. At this stage it’s more 
important to visualize how chord shapes are derived 


from the CAGED forms. Don't worry about the notes. 
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Alternate Bass Notes 


open C chord 


C/E as used in “Plush” 


= alternate bass note 


The diagrams below apply the alternate bass note options of the “C form” in new positions. In these examples youre not 
only using alternate bass notes but you're also reducing the chords to partial forms that have unique shapes and sounds. 
It’s important to visualize the rest of the barre chord when playing these odd shapes. Doing so will help you to realize 
that the odd shapes are simply part of a bigger common form. The chord used in “Stay Together for the Kids” by Blink 
182 is derived from the “C form” but is actually a D (D/F ¢ to be more s ecific). The chord used in “Tears in Heaven” by 
Eric Clapton is also derived from the “C form” but is actually a c# (C /E4 to be more specific). Even if you omit the 
root, you should still visualize it in order to know what you're playing. 


“Stay Together for the Kids” D (partial “C form’) 


al 


“Tears in Heaven” c# (partial “C form’) 


= _ Root 
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Arpeggio 


Arpeggios are the notes of chords laid out and played in series like a scale. For example, the notes that make up a D 
major chord are D, Fe, and A. When you combine these notes to play a chord it’s not always possible to stack the notes 
in this order. Because you must play the notes simultaneously, you can’t always include all of the available notes in a given 
position since sometimes more than one note is available on the same string. 


When playing an arpeggio, you can play all the notes in order, one at a time as a scale including notes that may be on 
the same string. Arpeggios are very useful for building chords, creating interesting chord voicings, and constructing bass 
lines because you can map out all the notes of a chord in a given position and then grab them anyway you can. 


Three notes need to be added in order to complete a “C form” arpeggio pattern. The diagrams below illustrate this 
pattern revolving around D at the fifth fret on string five, E at the seventh fret of string five, and F at the eighth fret of 
string five. You don't need to know the notes at this stage. Focus on the pattern. If you're curious, each note is shown in 
one example. Use the notation examples on the next page if you’re confused about how to play through these patterns. 


This arpeggio pattern goes together with the “C form” barre chord. The barre chord is just one way the notes can be 
played together, but there are other possibilities. Take a moment and practice playing through this arpeggio pattern until 
you have it memorized. By duplicating this pattern at other frets you can play major chord arpeggios for other notes 
along the fifth string. Once you're comfortable with the pattern, you can experiment with using it to build different 
chord shapes, voicings and even melodies, riffs and bass lines. 


“C form” Arpeggio Pattern 


D arpeggio (“C form’) 


_& a 


E arpeggio (“C form”) 


a a AS, 7 SO 
ye 


F arpeggio (“C form’) 


wy 


= Root 


—————————— 


"C form" Arpeggio Pattern 


D major arpeggio ("C form") 


eo 
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oe 
Gtr. 4 | E . ff E fe | 
2 5 5 2 
T F 2 : - : 4 
B 7, : = 5 2 
Bass of @ te | F = | = z : ae | 
4 
== | =E 
2 5 root ° 
5 E major arpeggio ("C form") te 2 te 
oe te | ° | ee | 
fe 7 — 
4 # 4 
T 4 : : 
B * - 
a ¥ oot 
———— = Fe 
— —! | é a 
: 4 
A : | | | : 
B 4 - = 
4 F major arpeggio ("C form") a: eo rt -» a 
a - 
as © _= 
6 : : ° kd 
T ; 5 z 
Pp 8 
5 8 root 
o a e 
= oe | z = | = z | = 
5 
A 8 id | | | 
5 8 ro 
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Here are few final “C form” examples derived from the 
arpeggio pattern. “Take it Easy” by The Eagles uses an 
alternate bass note on string six along with an extra note 
on top. You'll have to use your fingers to pick “Cliffs of 
Dover” by Eric Johnson as it uses non-adjacent chord 
tones. This voicing is actually just a power chord. 


“Take it Easy” C/G (“C form”) “Cliffs of Dover” G9 (partial “C form”) 


Fret 10 


Songs 


Below is a list of tunes to help you start using the “C 
form” barre chord. As you work through this list you 
can expect to find other chord forms mixed in too. These 
other forms are presented throughout the rest of this 
chapter (and minor chord forms in the next). You don't 
have to learn a song in its entirety. Just focus on the part 
that uses the “C form.” 


“C Form” Barre Chord 


qlake'lt| Easy jhe Hacless tran, serene cman ity, werent Gtr. Intro 
“Stairway to Heaven” Led Zeppelin... Gur. Intro 
“Snow (Hey Oh)” Red Hot Chili Peppers...........Gér: Intro 2nd € 4th Chord Shapes 


fe SANT POI areal farce ais heeeeteee erence cree ereeeeerenee etree ore ete creer Gtr. Intro 
“Down Boys’’ Warrant Pees eee ota e ee eec res eee ee ence Gtr. Intro 
“Free Ride” dgarWVinten Groupsets eee Gtr. Intro, Verse 
“Let It Ride” Bachman Turner Overdrive........::cc:sssssssssssssessesssssssseees Gtr. Intro/Verse 
“You Ain't Seen Nothin’ Yet” Bachman“Turner Overdrtive...........00 Gtr. Intro/Verse 
shunkcAGealhe\fames Ganon cn eect ct eae Gur. Intro/Verse 
AST AIIAE) ” Ween GTB ES cernroonrncrvcen nerreensnensrosn ne reenrenneoonton reeemrennenens Ger. Intro/Verse 
“All Right INGW? Brees tts cee oe oa Grr. Intro/Verse 
sa FFIPEMOUISE wel iscee er teeter con tmeima ccs oe UREN aE SEO E Grr. Intro, Verse/Chorus 
“What | Like About You” The Romantics... Gur Intro, Verse/Chorus 
“Jack and Diane’ John Mellencamp.....s.ssssssssssssssssessssssseseeeesee Grr. Intro, Interlude 
| Ghangeithe Wonldisibuc Clapronsm seen Grr. Verse 
“Crazy Train” Ozzy, Osboume sean ens e arrrenin mene Grr. Verse 
miFeluistnigstonesem ple! lots enemas tee tect tenertrte tr eeeristnene nen rer Grr. Verse 
“Rock This Town” Stray Cats. ... Gtr, Verse 0:49 


ainiloo| Deepa Sum liven eens tenner ee ene ere ee Gtr. 3 Verse 
“In and Out of Love” Bon Jovi... ... Gtr. Verse, Bridge 
“Wait?” White Lion......cccssceccscecsseeeseeee Grr. Verse, Interlude 


“itty Leave), Nim INET LG SZ To ec ccsccecncccocceneenoceenenceccomsccenemnooete Grr. Chorus 
“Stay Together for the Kids” Blink 182.........sssssssssccssssssssecsmesseeseeeeen Gur. Chorus 
 Gulciofirersonalityaalbnine Colour esse se ener Gur. Bridge 
Si Ge Vanilelalen:smeeeeecta emit em er ereet Ar oetronice Skechers Gtr. Throughout 
“Flirtin’ With Disaster” Molly Flatchet si. soccssscacessusertece Grr. Chorus 0:50 
“Start Me Up” The Rolling Stomes.......sssssssssscssserssseesssssesseeet Open-G tuning, Grr. 
“Honky Tonk Woman’ The Rolling Stones.......:scssssseeesee Open-G tuning, Gtr. 
“Brown Sugar’ The Rolling Stomes.......sssscsssscssessseseesssseeseseees Open-G tuning, Gtr. 


“A Form” Barre Chord 


The diagrams on the next page illustrate how to 
transform the common open A chord into a moveable 
“A form” barre chord. This form is very common and 
it’s usually to what people refer when mentioning barre 
chords. With this form, the root lies beneath your index 
finger on the fifth string. Your ring finger can create a 
barre of its own to build the rest of the chord. Slide 
this form around the neck and play major chords at any 
fret. 


With this shape it becomes difficult to play the note 
on the first string because your ring finger gets in the 
way. That’s why most guitarists frequently omit the first 
string. If you do this, your index finger needs only to 
hold down string five. In most practical applications you 
wont need to hear the first string but if you do, then you 
may need to barre and then build the rest of the chord 
with separate fingers. 


Partial Forms 


Like the previous “C form”, the “A form” can also be 
broken up into partial forms as illustrated on page 28. 
Try fingering and playing just strings one through three 
as done in the interlude to “Stairway to Heaven” by Led 
Zeppelin. Next try strings two through four as done in 
the bridge to “Cult of Personality” by Living Colour. 
Finally, try playing only strings five, four, and three 
(or just five and four) which leaves you with a power 
chord shape as used in nearly every hard rock song ever 
recorded. 


Arpeggio 


Two notes need to be added in order to complete the 
“A form” arpeggio pattern. This pattern is illustrated 
and notated revolving around C at the third fret of 
string five, D at the fifth fret, and E at the seventh fret. 
You don't need to know the notes at this stage. Focus 
on the pattern. If you're curious, each note is shown 
in one example. This arpeggio pattern goes together 
with the “A form” barre chord. The barre chord is just 
one way the notes can be played together, but there 
are other possibilities. Take a moment and practice 
playing through this arpeggio pattern until you have it 
memorized. By duplicating this pattern at other frets 
you can play major chord arpeggios for other notes 
along the fifth string. Once you're comfortable with the 
pattern, you can experiment with using it for shapes, 
voicings, melodies, riffs and bass lines. 


“A form” Barre Chord 


open A chord 


B (“A form” barre chord) 


a 
ee 
tt rel xel lel lel Tite 


een, ee 
_| Se as i, ee ee ee ee ee eee 


C (“A form” barre chord) 


a 
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“A form” Partial Forms 


“Stairway to Heaven” C (partial “A form”) 


"Remember, when playing partial chord shapes you can ° 
visualize the root of the parent form even if it’s omitted. ° 


‘ 


"A form" Arpeggio Pattern 


C major arpeggio ("A form") 


ef" 
Gtr. 4 = = - al | « | ~ = | 
= oO 
T 5 : 
2 5 : ; 
2 _ 
. o 
Bass of = | | = | F 7 | 
. 5 
: —a = | 
B _ 
5 D major arpeggio ("A form") 
| oe te . ‘= te | 
to & 
= oa 
5 
T F af 
B 5s St ‘ 
root 
\ oe £ ) 
o 
a |- ; 
; — : 7 | | 4 
B 5 = 
9 E major arpeggio ("A form") 2 te 
== | i 
= Co 
7 
T 9 ° : 
B ; 6 9 . 
t root 
' 2 
5 = | oo 
: 9 
| = 


root 
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More Shapes and Voicings 


? 


Notice that there are a few extra notes in the “A form’ 
arpeggio pattern that weren't used for the common barre 
chord. You can use these notes to build different shapes 
and voicings. Jimi Hendrix used the note on string six 
to create the power chord voicing used during the intro 
to “The Wind Cries Mary.” John Mayer used the note 
on string four during the intro and verse to “Daughters.” 
Kiss used the note on string four to create the voicing 
used during the intro and verses to “Cold Gin.” Try 
picking non-adjacent chord tones as is done in “Scar 


Tissue” by Red Hot Chili Peppers. 


“The Wind Cries Mary” F> (partial “A form”) 


“Daughters” D (partial “A form”) 
I ©) 
O 
= 
“Cold Gin” D (partial “A form”) 
i ©) 
© 
i ey 
a 
“Scar Tissue” F (partial “A form”) 


Songs 


When used in its entirety, the “A form” barre chord is 
one of the most widely used chord forms in guitar- 
oriented music. You don’t need any examples of its usage 
as a complete barre chord. Instead, the following songs 
make good use of the partial forms. Remember that 
there may be other chord forms mixed in too. You don’t 
have to learn a song in its entirety. Just focus on the part 
that uses the “A form.” 


“A Form” Barre Chord 


aVWalttaaVVihite eionineo seen ere or che ane omen eee Gtr. Intro 
mINOthing Elsel Matte hsis Victallica meena senna tenet anne nee nennaneS Ger. Intro 
PAI Stara SmashilVlouthweem meee enema tre re rate Gtr. Intro/Verse 
piDalichitersailohnil layer ment mare stim aemerete ren teeter Gtr. Intro/Verse 
SGOldIGingKissemnre tare rr ere erie enn eens ee Gtr. Intro/Verse 
“Scar Tissue” Red Hot Chili Peppers........ ... Gtr. Intro/ Verse 
“Let It Ride” Bachman-Turner Overdtive....ucccieuenenenenen Gtr. Intro/Chorus 
“Jack and Diane” John Mellencamp........ . Gtr. Intro, Interlude 


wAllichet small ili ningsiaislinkel 02 teeseseerememesen ssn Gtr. Interlude 2 
“(Bang Your Head) Metal Health” Quiet Riot... Grr. Verse 
EinfandOucofltovembonllovie ene meen ene ene Gtr. Verse 
a GUlbonersonalityaleiine Colores enna Gur. Bridge 
“Stairway to Heaven” Led Zeppelin. ....sccsssccscsscesesecssseeseseesssenseseet Gtr. Interlude 
Stare viel paglhelRolline Stones aes aera Open-G Tuning, Gtr. 
“Honky Tonk Woman’ The Rolling Stones.........:ssssssssnss Open-G Tuning, Gir. 
“Brown Sugar” The Rolling Stones......cssssssssesssesssuenseseesse Open-G Tuning, Gtr. 
pBirttentlyaCrazytowneenr ere en er enone eee ene nas Bass 
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“G Form” Barre Chord 


When playing a “G form” barre chord the root lies beneath your ring finger on string six. Your index finger only needs 
to hold down strings two, three, and four rather than barre across the whole fretboard. This form is quite a stretch and 
is rarely, if ever, used in its entirety. 


open G chord 


D S 
J 
Q 
° 
i O 
(G6) 
A (“G form” barre chord) 
r O 
ims 
mm 
F O 
F O 
(A ‘New Root 
example fingering 


Arpeggio 


Only one note needs to be added in order to complete the “G form” arpeggio pattern. This pattern is illustrated and 
notated first in the open position, then revolving around A at the fifth fret of string six and B at the seventh fret. This 
arpeggio pattern goes together with the “G form” barre chord. The barre chord is just one way the notes can be played 
together, but there are other possibilities. Take a moment and practice playing through this arpeggio pattern until 
you have it memorized. By duplicating this pattern at other frets you can play major chord arpeggios for other notes 
along the sixth string. Once you're comfortable with the pattern, you can experiment with using it for shapes, voicings, 
melodies, riffs and bass lines. 


G arpeggio (“G form”) 


- @ 
©) ©) 
& O 
©. e @ e e e 
c @ 
i ©) 
(Ce 
—O A arpeggio (“G form”) 
- é 6 s 
| . © e @ e e 
e 
; O 
(Ae 
O B arpeggio (““G form’) 
Teo 
| @ © @ S e e 
i O e 
a 


(B= Root 
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"G form" Arpeggio Pattern 


G major arpeggio ("G form") 


Gtr. 4 © Ee = © | | 
77 nd 
3 
TE 0 : : 
SS —4 
Bass a = oe ad 7 E= EP e G | 
== | A 
5 A major arpeggio ("G form") oe 
"7 
J te? =i | F Fs ie Se | 
5 
T : 2 5 2 
B ; 2 : 4 
rot 
= eR 
a — = as 
9 — B major arpeggio ("G form") rs 
Se 
vw a * 
T , 4 7 * * 
A : 4 2 6 
re 
——— Ss ao Se 
———= SS 


33 


Shapes and Voicings 


The most common application of this form omits both the high and low E strings, which leaves strings two through five. 
Jimi Hendrix used this voicing during the intro to “The Wind Cries Mary.” This shape is often done in the open position 
as a G/B like “Landslide” by Fleetwood Mac. Metallica used a shape that includes the root on string six in “Fade to 
Black.” The intro to “Stairway to Heaven” by Led Zeppelin uses the first four strings of the “G form.” 


“The Wind Cries Mary” F (partial “G form’’) 


yt dT 
a a a 


A few more things about the “G form,” have you ever wondered why you can play a G chord in the open position with 
either the second string open or the second string at the third fret and regardless of which note it’s still a plain G chord? 
It’s because both notes are part of a G major chord and the arpeggio pattern shows you this. You can also reduce a “G 
form” down to strings two, three, and four which makes a shape that is also part of the “A form.” 
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Songs 


The following song examples make good use of partial 
“G form” chords. Remember that there may be other 
chord forms mixed in too. You don't have to learn a song 
in its entirety. Just focus on the part that uses the “G 
form.” 


“G Form” Barre Chord 


“Stairway to Heaven” Led Zeppeline....secssscsssscsrscescsuensrseessemenssseeesesenet Ger. Intro 
“Gimme Three Steps” Lynyrd Skynyrd.....sesssssccsssssssecsssenssssecersenssseeeeen Ger. Intro 
SreelRidejsiidean Winter Grouptemss snr ences ane Gtr Intro 
SFade: tol BrackseNetallica we teeenn nesta enreennton exc emeeemoe smears? Grr. Intro 


“China Grove” The Doobie Brothers.............. 


“Snow (Hey Oh)” Red Hot Chili Peppers..... ....Gtr. Intro 3rd Chord Shape 
“All Right INGW Bree 52 ee SR Bee hel ts Grr. Intro/Verse 
“The Wind Cries Mary” Jimi Eleni at aera Gtr. Intro, Verse 
linn BacalimilNationwiceieZZailop meses sesame tenes Ger. Chorus 
SAliIVe: ce Oi Dae aan ae ae ea Re Save eater eee Ror Grr. 2 Intro, Verse, Chorus 
“Hit Me with Your Best Shot” Pat Benatar......ccccccs:c:ccccsssssseeseeseeessesnees Grr. Verse 
“Jimamy Olsen's Blues” Spin Doctors........cscssssssccssenssssseessensesseeeen Ger. Verse Riff B 
“Blackbindieiihe Beatles..een esa eee atari Open-Position 
“Tears in Heaven” Eric Clapton. .... Open-Position 
SDustinithe VWVindig Kansas 0 eee ene Open-Position 
alAndslide mb lcetood!\V aces eae enn ne Open-Position 


“E Form” Barre Chord 


‘This form is very common and, along with the “A form,” 
it’s usually to what people refer when mentioning barre 
chords. This form is illustrated for you on the next page. 
You'll definitely need to barre across the entire fretboard 
to complete this form. The root lies beneath your index 
finger on string six. Use this shape to play major chords 
along the sixth string. 


Partial Forms 


As illustrated on the next page, the “E form” barre chord 
is frequently broken up to make smaller shapes, the most 
common of which is the basic F chord. Most players learn 
the F chord around the same time they learn the basic 
open chords. It’s actually just the first four strings of an 
“E form” barre chord at the first fret. This partial form 
is used all over the fretboard. “Gloria” by Van Morrison 
uses this shape minus the fourth string. Other partial 
forms derived from the “E form” barre chord are found 
in “Johnny B. Goode” by Chuck Berry and “Tripping 
Billies” by Dave Matthews Band. “Tripping Billies” uses 
non-adjacent chord tones and it takes a special kind of 
finesse to mute the omitted strings while strumming. 


Arpeggio 


As illustrate on page 36, only one note needs to be added 
in order to complete the “E form” arpeggio pattern. This 
pattern is illustrated and notated revolving around G at 
the third fret of string six, A at the fifth fret, and B at 
the seventh fret. You dont need to know the notes at 
this stage. Focus on the pattern. If you're curious, each 
note is shown in one example. ‘This arpeggio pattern 
goes together with the “E form” barre chord. The barre 
chord is just one way the notes can be played together, 
but there are other possibilities. Take a moment and 
practice playing through this arpeggio pattern until you 
have it memorized. By duplicating this pattern at other 
frets you can play major chord arpeggios for other notes 
along the sixth string. Once you're comfortable with the 
pattern, you can experiment with using it for shapes, 
voicings, melodies, riffs and bass lines. 


“Gloria 


—_ 
a 
Ve 
| A 
Letom 
T_ 
UA 
im %~ 
{| A 
a= 
0 
1 
rT! 
TL. 
| 
pl} ty 
1 
—— 
| 
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E (partial “E form”) 


 ) 


“E form” Barre Chord 


6 6 ® 
® @ @ 
@) 
D é 8 
SS) 
@) 


Partial Forms 


Im 


open E chord 


(“E form” 


barre chord) 


exa 


F (par 


@ 


mple fingering 


@ 
tial “E form”) 
2) 
O e 
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“E form” Arpeggio Patterns 


G arpeggio (“E form”) 


A arpeggio (“E form’) 
a 
a 
re re | ee 


Partial Form 


“Never Let You Go” E (partial “E form’) 


"E form" Arpeggio Pattern 


G major arpeggio ("E form") 


2 
Gtr. i © ze F | < | | 
_ = 
3 3 
TF 4 : 
B : 2 5 : ° : 3 
root 
Bass 4 a dl e | : = = [° = = | 
: 4 
bop i 
root 
5 A major arpeggio ("E form") ° 
— | sd | | 
ah * Nes 
T 6 : 
7 
A ; : # 4 ; 
root 
T ° : 
——— 7 | | LS (—= 
root 
9 B major arpeggio ("E on) oe ry : . 
te | 2 
oe ° 
7 
T 8 : : 
=) P : 9 9 6 7 
root 
te ie . 
= = SS 
4 8 
—= | 
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More About Shapes and Voicings 


Like the “A form”, the “E form” can be reduced to a 
power chord as well. In addition, the arpeggio illustrates 
that there’s an extra note to factor into your chord 


voicings. You see this in the bridge to “Never Let You 
Go” by Third Eye Blind as illustrated back on page 36. 


Jimi Hendrix played his “E form” barre chord by fretting 
strings one through four with his index, middle and ring 
fingers, thereby muting the fifth string and grabbing the 
sixth string with his thumb. His innovative technique 
influenced the rest of the guitar world to adopt this once 
unconventional fingering. 


Songs 


The following songs make good use of partial “E form” 
voicings. Remember that there may be other chord 
forms mixed in too. You don’t have to learn a song in its 
entirety. Just focus on the part that uses the “E form.” 


“E Form” Barre Chord 


“The Impression That | Get” The Mighty Mighty Bosstones.......:-:s::0 Gtr. Intro 
6 Sample: inital areas bth ishteeeceers creer ves ree area ners Ger. Intro 
S Eye rofithe lige tsa Survivormeererse sere ceerees teen ieee ae nen ee Gtr. Intro 
eal) White [sion aise sane ste cae ean Bahan legac Gtr. Intro 
gs EXO WII S@y's a VVarrarit erreerereee soenereteterereereereetti eceete sea ener eer Ger. Intro 
Sjimmyi@lsens|BltiesiiSpiniDoctorss-s sete Ger. Intro/Verse 
“Caught Up inYou”’ 38 Pech, esscsvacssczsseetsssteessctsucsseeestessssesscssi oes Grr. Intro/Verse 
“Jack and Diane” John Mellemcampy a secsstiw crises cieseasstsicconsensaeess Grr Intro, Verse 
AI Stars Simashilloutht eeerat err taer tees ntec eaten manent: Grr Intro/Verse 
sDominOwVaniVonsonse eee ee eee Grr. Intro/Verse 
“Let It Ride” Bachman“Iumer Overdrive. ... Gtr. Intro/Chorus 


“Scar Tissue” Red Hot Chili Peppers......... .... Gtr. Intro/Chorus 
“Days of the Week’ Stone Temple Pilots.......:sssssssssssssssssssssessmsrseeseesees Gur. Verse 
“Interstate Love Song” Stone Temple Pilots......csssssscsssessssesesuenssseeeessene Gtr. Verse 
Se Sanitelia se Sublinne see eae in a eve tease ene are Grr. Verse, Chorus 
“Under the Bridge” Redidou hililReppersewssssesr cers Grr. Verse, Bridge 
“Another Brick in the Wall (Part Il)” Pink Floyd.......ssssesssssssssssseee: Gtr. Chorus 
SANE ROCK SHOW ai lined O2syrerenreeennte sonretresnrtnsnrttn tanneries Grr. Chorus 
“Cult of Personality” Living Colour......sscsscsssccsssssssssccsesseseeessnenseseeeeres Gur. Bridge 
alNever|etioul Gomibirdl ye ind ees etna ees Gur. Bridge 
me GlOGiaes anil lorrison sl crn eee ee eee eee Gtr. Interlude 
STOMORTOW ws Silver, Chair ensccececem carne snore aseener nr Gtr. Interlude 
slife's\Beeni|Goodiijoc Walshe serene Acous. Gtr. 
“Burning Love” Elvis Presley.cccausctannentas auiauieeasteccniaes Gtr. Throughout 
EGood|Fovingellhe ouncaccalcee see =eeeene ene Ger. Throughout 
SSoullMankiSamnGe averse eet ee ene eee Gtr. Throughout 
“Tripping Billies” Dave Matthews Band.........sssssssssssssssssessssssssssseesee Gtr. Throughout 
“Two Step” Daye! Vatthews band saceeeee eeeeer eee Gtr. Throughout 
“Lover Lay Down” Dave Matthews Band........:sssssssssusssseseeseenensen Gtr. Throughout 
“Grey Street’” Dave Matthews Band......... .. Gtr. Throughout 
“Wrong Way” SS Ho] Lig todeiepanrerr erect eerste tect reeeeler nner rrr ate Gtr. Throughout 


“D Form” Barre Chord 


This final form is slightly modified so that you can get 
more from it. Instead of simply playing an open D chord, 
play a D/F $ chord which includes an alternate bass 
note on string six. This shape is illustrated with a few 
fingering examples on the next page (the “T” represents 
your thumb). This open D voicing is fairly common and 
is found in all the acoustic song examples coming up. 


As seen in the diagrams, moving this shape away from 
the open position creates a barre chord which is very 
unique and probably quite unlike any chord you've 
played before. ‘The root lies under your index finger on 
string four. If you don't know the notes on string four 
that well, then you can use the octave system to visually 
trace the root from string four to string six where you 


probably know the notes better. 


‘There are two songs that actually use this barre chord in 
it’s entirety. “Crash into Me” by Dave Matthews Band 
and “Spirit of Radio” by Rush both use an E/ G# with 


your index finger at the second fret of string four. 


Arpeggio 


As shown on page 40, only one note needs to be added 
in order to complete the “D form” arpeggio pattern. This 
pattern is illustrated and notated revolving around E 
at the second fret of string four, F at the third fret, and G 
at the fifth fret. You don't need to know the notes at this 
stage. Focus on the pattern. If you're curious, each note 
is shown in one example. This arpeggio pattern goes 
together with the “D form” barre chord. The barre chord 
is just one way the notes can be played together, but 
there are other possibilities. Take a moment and practice 
playing through this arpeggio pattern until you've 
committed it to memory. By duplicating this pattern at 
other frets you can play major chord arpeggios for other 
notes along the fourth string. Once you're comfortable 
with the pattern, you can create different chord shapes 
and voicings by using partial forms. 


D/F* and “D form” Barre Chord 


open D chord 


of 
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“D form” Arpeggio Patterns 


E arpeggio (“D form”) 


F arpeggio (“D form”) 
A , 
a 
HL] i ot fe | je] | | | | je 
a Oe ee 


Partial Forms 


“All the Small Things” F (partial “D form”) 


E major arpeggio ("D form") 


"D form" Arpeggio Pattern 
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= | | | | 
a~ © 2 
. 5 5 
at - 2 5 2 5 
B 3 3 
5 root 5 
oS 
==> : = te 
o 
2 5 2 
———_ | | = 
Bs 5 
root 
9 . . W WwW 
G major arpeggio ("D form") es ie 
o 
—— | =e i 
vw oO 
F 7 7 
at : 4 7 4 F 
B 5 
root a 
a oe 
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A — | S { 
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Partial Forms 


With the exception of the open position, you're more 
likely to come across this form with both the high 
and low E strings omitted as done in the intro to “All 
the Small Things” by Blink 182. This partial form is 
technically not a full major chord but rather a power 
chord because it doesn’t include the note that makes it 
major. Some of the song examples coming up use this 
power chord shape with the root on string four. 


The “D form” has a triangular shape on strings one, 
two and three that is also part of the “C form.” The two 
forms also share a note on string six. “Jack and Diane” 
by John Mellencamp and “Tears in Heaven” by Eric 
Clapton are examples that use part of the “D form” but 
the shapes are also part of the “C form.” You can think 
of the shapes either way. 


Songs 


The following songs make good use of partial “D form” 
voicings. Remember that there may be other chord 
forms mixed in too. You don't have to learn a song in its 
entirety. Just focus on the part that uses the “D form.” 


“D Form” Barre Chord 


“AIl the Small Things” Blink 182.........csccsssccsscscsssccssenssssscessensnssecersensesee Gir. Intro 
“Snow (Hey Oh)” Red Hot Chili Peppets......-ssssssssessseee Gur. Intro 8th Chord Shape 
“sland in the Sum? Weezer.....:sccsssssscssusesssssessssessssssesnssssseseeeesesetene Ger. Intro/Verse 
“Babe I’m Gonna Leave You” Led Zeppelin.......:scsssssssusssessseseee Gtr. Intro/Verse 
“Hole Hearted” Extreme.....cccccccssscssssscsssscsssccsseessssecssecssseesseees Gtr. Intro, Pre-Chorus 
“Wish You Were Here” Pink Floyd... Grr. Verse 
“Jack and Diane” John Mellencamp......:.:sssssssssusssssssssseesessssmsnssssseesseesee Grr. Verse 
DuseinitheVNVindiiikansassee ce ee ene, Gtr. Chorus 
ia naSlidedel lcctwoucillViaceeesneeesee eae ann en amnanrnn nnn Grr. Chorus 
s @aciohrtiW piiMOUlgesSis pecialleeetecreeeeere eter eee ennai Gur. Chorus 
“Never Let You Go” Third Eye Blind........:::cccsss ....Gtr. Chorus 
“Another Brick in the Wall (Part Il)” Pink Floyd.......ssssessssssssssssees Gtr. Chorus 
“Change the World” Eric Claptom.......sscssssssccssesssssccssensssescersenseseseeree Ger. Chorus 
“Gloria” Van Mortison/Them. 

“Crash into Me” Dave Matthews Band.......ccscs::ssscsssssssssssseseseeseseen Gtr. Throughout 
“Tears in Heaven” Eric Clapton....cccssesssssssssssscssssnssssssseseeseesessanees Ger. Throughout 


CAGED Template 


Now that you've learned the five major chord forms and their arpeggio patterns you're ready to connect them and build 
the CAGED template. The template will enable you to play any major chord across the entire fretboard. 


1. In the group of diagrams on the next page the template starts on an open C chord (“C form”) and uses the remaining 
forms to build C major chords across the whole fretboard. Normally the root of the “C form” barre chord is under 
your pinky but since youre starting in the open position it’s under your ring finger. 


2. You can move to the next form in the template by replacing your ring finger with your index finger and playing an “A 


form” barre chord. Remember, this is still a C chord. 


3.To move to the next position, or the next form, replace your ring finger with your index finger and build a “G form” 
barre chord. If you did this correctly, then your ring finger should be holding down the root C on string six. 


4. Replace your ring finger with your index finger to play an “E form” barre chord. 


5. Move your index finger from C on string six to C an octave higher on string four to play a “D form” barre chord. 


6. Replace your ring and pinky fingers with your index and middle fingers to play a “C form” barre chord. 


You've just come full circle! You're exactly one octave higher than where you started. You've just played a C chord across 
the whole fretboard. Can you do it again? Can you connect the forms backward? Can you play the arpeggio pattern for 


each form as you piece the template together? 
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CAGED Template C Major 


open C chord 


Se em a ms 
ee tos 


The diagrams on the next page are color-coded to help you visualize how each form connects to the next. Like scale 
patterns, you can continue to connect these chord forms until you run out of fretboard or can’t play any higher. The 
forms always connect in the same order. C-A-G-E-D-C-A-G-E-D, etc., or backward D-E-G-A-C-D-E-G-A-C, 
etc. You can start anywhere in the loop. The template is really one giant chord that is broken up into five different forms 
just like the scale patterns from the last chapter. 
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Connecting The CAGED Template 


open C chord 


O C (“A form” barre chord) 


ys SC 
mT TTT fg TT fo 
| CCT TT CTT fT TT 
mi} dt i | 
A 


C (“G form” barre chord) 


<a RS, 
a a > eee 
hr ee er eee) 
a= aS ee Se ee eee 
Mm... 1. 1 1“4@e$sf0tfTftITFtTwtIt.. 


C (“E form” barre chord) 


a < 
AY 
it. _lel lel, lela TT Tel 
mt t [| | J{ { I[\|{| [a [ei [| [| 
mo 


C (“D form” barre chord) 


Oe eae ge 
hr Ee eee ee 
i ae ee ee ei 


mM [ | | | | | || ts jelifft 
SS SS Oc ES 


C (“C form” barre chord) 
a ae a a a Ga GG 0? 
a a a a eee 
ee ee eee 
_{ cee ee ee ee 
mS 


Arpeggio Patterns C Major 
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As you practice piecing together the barre chords, don’t forget to review each form’s corresponding arpeggio pattern. 
The diagrams below illustrate how a portion of each arpeggio pattern is reused for the next. These are all C major 


arpeggios. 


C arpeggio (“A form’) 


A 
A Sh EY 
te re re Te 
SS 
mM TT 


C arpeggio (“E form”) 


C arpeggio (“C form’) 


C arpeggio (“G form”) 
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CAGED Template A Major 


The diagrams below start from an open A chord (“A form”) and build the template for A major across the whole 
fretboard. Connect the forms until you can’t go any higher. Then trace your way backward. As illustrated on the next 
page, play through the arpeggio pattern for each form as you piece the template together (the first pattern is incomplete 
in the open position). When you’re done with A major, assemble the CAGED template for G, E and D. 


openA chord 


> a OO 
a A >< A OY 
Ml | a @ | e yi | | || ie 


AL OI 
| CO OC 


— A (“G form” barre chord) 


mT lg CT 
a <a ee ee 
| et ol] hChUdT om] Cf fot Tt te 
md yd Om 
= a ee ee ee ee 


A (“E form” barre chord) 


7 
a 
= 

————— es QO 


A (“D form” barre chord) 


yg 
=} $< 
ee ee “ee A ieee 
SS 
Rd 


A (“C form” barre chord) 


A Ss 
a ee ee 
a ee ee ee eee 
ee ee ee ee eee 
A 


A (“A form” barre chord) 


A EC 
EC 
hr ae ee ee ie 
a 
A hd 


Arpeggio Patterns A Major 


openA chord (incomplete arpeggio) 


“Wee TT TE TT TT 
me 
Ml d| to | LCT om] Cf] TT TT 
oe ee eee 
eae 


A arpeggio (“G form’) 
a a 
<a SY 
MEU] Ut @ |lhLChUdT @c]lChUdT hl] Cf] TC | |_| dC @| 
z= ee eee ee ee ee 
a a a a a 


‘ A arpeggio (“E form’) 
a 
LL BLL Le LO 
rr ee ee eee 


A arpeggio (“D form’) 
0 
Se ee ee 
it tel (Te, Se tet TT TTT 
mT CE 
= SS SS SS eee 


A arpeggio (“C form’) = 
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CAGED Template G Major 


open G chord 


G (“E form” barre chord) 


a ee | ee ee 
| SD SO | | | 
Wer re et eT Tt Te 


eH 
ee) 


G (“D form” barre chord) 


eee eee 
PR OY 
rr ae eee ee 


CAGED Template E Major 


open E chord 


E (“D form” barre chord) 


> aa hh ei ae 
ee 
es ee ee eee) 
_ a ee ee 
a, a a ae ee Ra ee Ce De a 


E (“C form” barre chord) 


| 0 ee 
A eS 


2 
ee 
at eT eT er Tee 
a ee ee 


E (“G form” barre chord) 


A = OE, 


2 a a HY 
m | @ | de | te | i le 
(a= oe ee ee ee eee ee 
a a a eS an 
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CAGED Template D Major 


open D chord 


hr ee er eee 


SE 
J ea 


ot 


One Big Chord Form 


The CAGED template includes everything you've learned in this chapter: arpeggio patterns, barre chords, partial shapes 
and voicings. It’s really one big chord form covering the whole fretboard. You learn this chord by breaking it up into five 
arpeggio patterns. Each arpeggio pattern can be reduced to a barre chord, partial form, etc. 


Conclusion 


Now you know the most essential of all chord shapes and how to connect them across the whole fretboard in all keys 
using the CAGED template. You can map out all the notes of a chord in a given position using the arpeggio and then 
select notes to make different shapes and voicings. Bass players no longer need only to thump on the root of a chord 
because now they have a lot more note choices with which to experiment. The songs listed in this section demonstrate 
exactly how to put all this new information to good use and working them out should keep you busy for a while. 


CAGED DVD 


For video instruction on the guitar CAGED system see my DVD entitled Te CAGED Template Chord System. More 
details, a free preview, and ordering information is available at my web site: http://Guitar-Music- Theory.com 


Talk to Me 


Have any questions or comments about this chapter? Are there other song references that you think make good examples? 
I want to hear from you! Contact me through my web site at: http://Guitar-Music-Theory.com 


Join the Mailing List 


If you're not already receiving messages from me about your purchase, then join the Fretboard Theory customer mailing 
list to receive online bonuses, updates and special announcements. Plus, have a direct line to me for personal email 
support. To subscribe simply send a blank email to desi-155856@autocontactor.com and then wait for a follow up 
message to confirm your subscription (be sure to check your junk/spam folder for this reply). 
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Chapter 4 


Five Is the Magic Number: 
Combining Pentatonic Scale and CAGED Template 


About This Chapter 


This chapter will show you how the five major chord 
forms fit into the five pentatonic scale patterns. You llalso 
learn five new relative minor chord forms and how they, 
too, fit into the pentatonic scale patterns. You'll know 
instantly what pentatonic scale to play over any major or 
minor chord in any position. This information will help 
you to embellish chords with melodies, harmonies, riffs, 
bass lines, and solos. 


Topics Covered 


1. Combining scale patterns and chord forms 
2. Practicing 
3. Application 


4. Minor chord forms 


Pentatonic/CAGED Template 


The diagrams on the next page illustrate the A major 
pentatonic scale patterns in combination with the A 
major CAGED template chord forms and arpeggio 
patterns. Each diagram is color-coded. ‘The black circles 
represent the common chord form. The black circles in 
combination with the gray circles represent the arpeggio 
pattern. All the circles represent the scale pattern. 
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‘The first diagram starts out with a “G form” barre chord and arpeggio pattern in pentatonic pattern one. When you play 
the barre chord in this position the note under your ring finger is A. This same A is also the second note in the scale 
pattern. In this example youre playing an A major chord/arpeggio and the A major pentatonic scale. The corresponding 
scale pattern for a “G form” major barre chord is always pattern one regardless of the key or position. 


‘The second diagram moves on to the next CAGED form and scale pattern. You're still playing an A, but now you're 


using the “E form” barre chord and scale pattern two. Diagram three illustrates the “D form’ with scale pattern three. 
The “C form’ and scale pattern four are next, followed by the “A form” and scale pattern five. 


A Major Pentatonic Scale Patterns, Arpeggio Patterns, and Chord Forms 


TT 1@ All three circles represent the pentatonic pattern, 


eo The black and gray circles represent the arpeggio. 


© The black circles represent the common chord form. 


"a a a <G 
a a PRY 
tel el Fer Te E 


aD, 


Practice 


You need to practice associating the arpeggio patterns, chord forms, and scale patterns until they become one unit. To 
do this, play each component one right after another in one position. Repeat this several times until you master all three 
together. Once memorized, move on to the next position. As always, connect one form to another on the fretboard until 
you cant go any higher. Then trace your way back to where you started. Below is one example of how to do this, but you 
can put things in any order you choose. This exercise corresponds to the first diagram on the previous page. 


A Major Arpeggio, Chord and Pentatonic Scale 


arpeggio chord 
h —— = eo - r=. 
Sees, 
Gtr. 4 ———| te te 2 £93 | 
ry) to ~~? — ea iS 
oF He se OF 
"G form" "G form" 
2 5 a : 5 2 3 
a 2 2 2 
2 2 2 
1B : 4 4 - 4 
5 — o o eo 
= pop * ce #8 | 
——— | 
2 2 2 
A 4 ss 3 4 ri | 
LB 5 5 5 
pentatonic 
eo eo le] 
— ~t° to—s» te = 
ote — —— eo 
_ vie beeen — fee Zu 
pattern | te 
2 5 5 2 
2 5 5 2 
2 4 4 2 
. rt 2 4 4 2 3 | 
5 5 2 
ae iu 2 _—— 
@ oe a 7 La! eo r 2 
o te L ecm a 
—_— — 
2 4 4 2 
24 | 4—2 | 
2—4 4—2 
5 5 2 


Transposing 


‘The next few pages illustrate the same chord/scale combination transposed to C. All of the patterns are the same, they’re 
just moved to correspond to C. The notation exercise walks you through the practice routine for the first fretboard 
diagram. Once you get comfortable with this new key, you should practice piecing together the whole template for other 
keys. 
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C Major Pentatonic Scale Patterns, Arpeggio Patterns, and Chord Forms 


rT @ All three circles represent the pentatonic pattern, 


@o The black and gray circles represent the arpeggio. 


@ The black circles represent the common chord form. 


A  e —< 
a ee 
il | Je a Se 


of 


C Major Arpeggio, Chord and Pentatonic Scale 


arpeggio chord 
— Ls 
Gtr. s 4 o_ 2 — <= — — = 
oe oe 
+3 > 
"C form" "C form" 
8 3 3 6 8 
1 4 
6 8 : | 
2 2 2 
3 3 3 
8 3 3 8 
> SSS SS 
ce © — | ©. oe 
8 8 8 
2 | 2 | 2 | 
3 3 3 
8 3 3 8 


———w Zo @ a 
ial ial pasteceseay 
oe tf _— == i 
— aa oe eo 
ewew=o 
ec 
€—_3——_3—_® 
4—3 3—_1 
§—2 2—_6 
2—6 
3—_6 
3—\_® 
il 2 a 
: | 2 == 
—— =e o 
= oe 
§—2 2—_6 
2—_0 
3—_# 
3—__® 


Application 


Any kind of player can benefit from knowing this chord/scale relationship. Lead guitarists can use the arpeggio and scale 
patterns to play solos over chords. Bass players can use the arpeggios to outline a chord along with the scale patterns to 
create movement between chord-tones. If you're not interested in playing solos you can still use the scale to compose 
riffs and melodies, including vocal melodies or parts for other instruments. Even if you're strictly a rhythm player you 
can make good use of occasional arpeggio and scale phrases. You can even take a note from the scale that’s not already 
a chord-tone and add it into a chord shape to create a more complex chord. 


Have a friend play some rhythm using a major chord (or a progression revolving around a major chord) on a guitar, bass 
or piano. Then play along using corresponding arpeggio and scale patterns. If no one’s around to jam with, record your 
own play-along rhythm. If these options aren't available to you, just mix things up on your own and have fun. 


As discussed in Chapter 2, the pentatonic scale doesn't have to be transposed with each chord change. Most progressions 
usually have one chord functioning as the root. Whatever that root chord may be, a corresponding pentatonic scale 
can be played over the entire progression. For example, “Yellow Ledbetter” by Pearl Jam has a chord progression that 
includes E, B, and A, and the E functions as the root. You can play the E major pentatonic scale over all three chords 
in this example. 
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Minor Chords 


All of the open CAGED forms can be converted to minor forms. In the open position this is easily done with Am, Em 
and Dm but Cm and Gm are rarely, if ever, used. In fact, these two awkward forms are uncommon elsewhere on the 
fretboard but it’s still beneficial to learn them. 


If you did all your work with the major forms from the last chapter, then you'll have no trouble piecing together new 
minor forms the same way. There are no illustrations for the common open minor forms because you already know them 
or can easily figure them out at this point. The diagrams below illustrate minor pentatonic scale patterns, minor arpeggio 
patterns and minor chord forms for F#, Notation for the first diagram is on the next page. 


Fi Minor Pentatonic Scale Patterns, Arpeggio Patterns, and Chord Forms 


FA minor (“Em form’) 


rT Te) All three circles represent the pentatonic pattern, 


eo The black and gray circles represent the arpeggio. 


© The black circles represent the common chord form. 


F# Minor Arpeggio, Chord and Pentatonic Scale 


arpeggio chord 
oe. @- 
— te te te te as fo 
Gtr. A ~— : ooeenese . | ; —— i 28 
— oO _ nl oe —+ o- 
"Em form" Em form 
_ 2 5 5 2 ; z 
A 4 is 4 ; 
B 4 4 4 
2 5 5 2 2 
root 
g —— te @¢ Oe ——— #8 
Bass 4 te = a va . : Z z . te2 Hfo 
2 2 2 
k 4 4 4 
B 4 4 4 
2 5 5 2 2 
root 
4 pentatonic 
ss i ote i = — 
—t — bee | 
ta © oe nd ae 
pattern | 
; z 2 5 5 2 7 
k 2 4 : ? : 4 2 
B 24 4—2 
2 5 5 2 
a : : ————_ 
—— te eC = e te = 
ta oe tw aad Resrazazecy tw oe 
2 4 


wo 
nN 
bh 


ey, 
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Practicing and Transposing 


You can piece together the minor chords, arpeggios and scale patterns, along with experimenting with partial forms, 
inversions and voicings just as you did with the majors. As always, be sure to do this in several keys until you get the hang 
of it. Below are the same minor chord forms and scale patterns from the previous example transposed to Am. Notation 
is on the next page. Page 62 illustrates some common partial forms. 


A Minor Pentatonic Scale Patterns, Arpeggio Patterns, and Chord Forms 


A minor (“Am form’) 


rT Te) All three circles represent the pentatonic pattern] 


. 16) The black and gray circles represent the arpeggio. 


© The black circles represent the common chord form. 


A minor (“Gm form’) 


A Minor Arpeggio, Chord and Pentatonic Scale 


arpeggio chord 
eT 
a 
a —— | ——!: 
_t | oan pied 
r 2 r 2 
"Am form" "Am form" 
8 6 
4 4 
i : = 
B ¢—3 38 0 
8 8 
root 
. dl oe =Saay <> 
Bass 4 L # oO 
eo — — oe 
2 2 2 
k 2 2 
B 8 3 3 8 8 
8 
root 
4 pentatonic 
—— (1 
aaa :: ee aS 
r 2 = Ll rs 
pattern 4 
4 2 3 4 
T 7" 5 2 2 0 ‘ 
B @— 3 36 
8 3 3 6 
— 
a eo = eo | hee 
o oe 
o @ —— bat @ o 
eo — bee | oOo 
8 2 2 8 
a 9—2 2—9 
B 8 3 3 8 
3 6 
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Partial Minor Forms 


“Another Brick In the Wall (Part II)” D minor (“Em form’) 


a 
a De) 


“Dream On” F minor (“Dm form’) 


ee 
a 


a See eC SA 
a a a a a 
Hj je] je] je ely] fle 
a a a 
A SD 


Songs 


Many of the song examples from the last chapter have 
minor chords in them. Some of the same tunes are 
repeated below along with new examples that utilize the 
minor forms you just learned. 


Minor Forms 


“The Impression That | Get” The Might Mighty Bosstones... ...Gtr. Intro 
sDnean @nivAcorsmithese etc reac ee seers Gur. Intro 
Ss IStAIGlinn}chie Sump V\Vcezcr ee eneeeene a anne a Grr. Intro/Verse 
“So Much to Say” Dave Matthews Band.....csssscsssssssseessssssrseesesseee Gtr. Intro/Verse 
“Scar Tissue” Red Hot Chili Péppetsiinsastncascaucnonsnnatnes Grr. Intro/Verse 
“Stairway to Heaven” Led Zeppelin: Seesaw asics Grr Intro, Interlude 
“Under the Bridge” Redon @ hilt Pempersmesssmesr eerste ter Grr. Verse 
ss SAN Te Tatek et SUP Lia eee oes oe eeeae Grr. Verse, Chorus 
“Another Brick in the Wall (Part Il)” Pink Floyd... Gtr. Chorus 
“Get Down Tonight” KC & The Sunshine Band....e.sssssssssssseessmeesssees Grr. Chorus 
“AllYour Love (I Miss Loving)’ Otis Rush........s:ssssssssssssssssssumenseessen Grr. Solo 
sllife's Been! GoodiilccWalsheesre secre eet een Acous. Gtr. 
“Two Step’ Dave Matthews Band........sssssssssscessssessseesssnsessseessseeet Ger. Throughout 
Conclusion 


Now you know how to combine the pentatonic scale 
patterns and the CAGED chord forms. You know that 
scale patterns, arpeggio patterns and chord forms can 
be thought of as one unit and used interchangeably to 
create different musical parts. Finally, you can begin 
piecing together the minor CAGED template just as 
you did the major. 


Talk to Me 


Have any questions or comments about this chapter? 
Are there other song references that you think make 
good examples? I want to hear from you! Contact me 


through my web site: http://Guitar-Music-Theory.com 
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Join the Mailing List 


If you're not already receiving messages from me about 
your purchase, then join the Fretboard Theory customer 
mailing list to receive online bonuses, updates and 
special announcements. Plus, have a direct line to me 
for personal email support. To subscribe simply send 
a blank email to desi-155856@autocontactor.com 
and then wait for a follow up message to confirm your 
subscription (be sure to check your junk/spam folder for 
this reply). 
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About This Chapter 


Like the pentatonic scale, the major scale is used to 
create melodies, riffs solos and bass lines. This chapter 
will show you how to construct the major scale, play 
five major scale patterns and connect them around the 
fretboard in any key. This chapter offers plenty of useful 
tips and song examples to help you along the way. 


You'll learn in upcoming chapters just how important 
the major scale is. Everything musical is either derived 
from the major scale or measured by the major scale. 
Because of this scale’s significance, this chapter will be 
a bit more involved than your study of the pentatonic 
scale. You'll learn in more depth about the major scale’s 
construction by reading about the chromatic scale. 
Additionally, you'll learn how to practice this scale more 
thoroughly by playing along with recordings. 


Topics Covered 


1. Chromatic scale 

2. Step formula 

3. Keys 

4. Scale template (patterns) 

5. Practicing with recordings 

6. Pentatonic/major scale comparison 
7. Chromatic passing tones 


8. Lots of songs! 
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Chapter 5 
The Major Scale 


The Chromatic Scale 


On the fretboard an octave is divided up by twelve frets 
creating twelve different tones. This series of tones is 
considered the chromatic scale. This scale is constructed 
entirely of half-steps. There are no spaces in between the 
notes. All octaves are divided up in this manner resulting 
in the chromatic scale each time. 


All chromatic scales are the same because they all 
use every note. The note on which you start doesn't 
matter because there’s really only one chromatic scale. 
Chromatic tones are used to bridge the gap between 
the notes of other scales. Nothing is ever in a chromatic 


key. 


It’s easy to remember how to play the chromatic scale 
because every note is fair game. The diagrams below 
illustrate a few different ways you can approach this 
scale on the fretboard. It’s not necessary to know these 
patterns but you may find them fun to play. Quickly 
playing these patterns backward creates a sound perfect 
for use in a cartoon when a character falls off a cliff. 12- 
11-10-9-8-7-6-5-4-3-2-1-Splat! For very high cliffs 


play through more than one octave. 


chromatic scale patterns 
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You're already familiar with chromatic passing tones in 
the pentatonic scale that create three adjacent notes. The 
song examples in the opposite column have chromatic 
parts with four or more adjacent notes. Bass players use 
this technique frequently to “walk up” to a target note. 
“White Christmas” includes a chromatic melody and is 
notated for you below. 


White Christmas 


Chromatic Riffs 


“Couldn't Stand the Weather’’ Stevie Ray Vaughan............. Band Fig. After Intro 
“Staiway to Heaven” Led Zeppelin......scccssssssssseseeeen Chord Roots During Intro 
“Let's Go Crazy” Princeee creer eee Gtr. & Bass Riff After Chorus 
“Oye GomoVae santana Bridge Section Similar To “Stairway”) 
“Hey Joe” Jimitllendiaxs ee caer recreates Ger. & Bass After Solo 
“Money” BinkiBloydit Shentae actin carn meter ee ice Bass During Solo 
“Sweet Emotion” Acrosmith.......cccccccsccscsssssssee eee Grr. & Bass Riff Between Verses 
“Chop Suey!” S\SEETN OAL DOTA ce eereroninenerernenereninnrs Gtr. & Bass Power Chord Riff 
“Killing FlOOlaa lowlin'VWolkerae teeter ete renee eran tare Ger. & Bass Riff 
“Smokejonithe Waters DeepiPurplen = wuame erences Bass 
“Sugar” Systema ObalDownsevern crc masta cemere seuenrna iver) Bass 
“Dazed and Confused?” Led Zeppelity...cscsscscscssssssssssssesssumssssssseseeeesee Bass Intro 
Sines fimilkdencirixs tee neem eee hn nantes tt ae re Oates emt eae Bass Chorus 
BV Ice L@MniSthiaSaelltadi tong | rer Vocal Melody 


chromatic melody 


C Dm C B Dm Dém Em 
o al bw eo te : 
Gtr. A | . i 
e) 
"I'm dream _ ing of white Christ mas" 
+ 5 6 5 4 6 7 8 
B 
Bass 4 = | e De 7 = He 2 | 


wD 
NO 
wo 
NO 
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Step Up to the Major Scale 


When the twelve half-step chromatic scale is divided up into seven parts the almighty major scale (hear angels sing 
“Abhhbhhhhhhhh’”) is created. In fact, the original purpose of the chromatic scale was simply to build major scales in 
various keys. 


In order to divide the chromatic scale up into a major scale, the division of notes must follow this formula: whole-step, 
whole-step, half-step, whole-step, whole-step, whole-step, half-step. If you start on any given string at any given fret and 
follow this formula, then you will create a major scale and end exactly one octave higher from where you began. 


The diagram below starts you at the first fret of the sixth string on an F note. Major scales are always named after their 
first note. As long as room allows, you can start a major scale on any string and at any fret (open strings too). Simply 
follow the formula of whole-steps and half-steps. Try it! 


Major scale step formula 


whole whole half whole whole — whole _ half 


This scale should sound very familiar. While ascending it sounds like “Do, Re, Mi, Fa, Sol, La, Ti, Do.” When played 
backward, the same notes will sound like “Joy to the world, the Lord is come...” Be sure to play in the same rhythm that 
youd sing. A few popular guitar-oriented songs that use the entire major scale backward are “Friend of the Devil” by The 
Grateful Dead, “Mama I’m Coming Home” by Ozzy Osbourne and “Wild World” by Cat Stevens. 


"Do, Re, Mi and Joy to the World" 


F major scale 


ow (G4 ese 2 ee Se ee 


=a o : =i oe 
ever * 7 2 eee 
"Do Re Mi Fa_ Sol La Ti Do" "Joy to theworld the Lord is come" 
T 
B 
5 3 4 


Se es ee ee ee ee 


wD 
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Keys 


Keys are determined by where you start the scale pattern on the fretboard. Following the step formula causes the 
distances between the major scale notes to remain the same regardless of where you begin. If you start on a high-pitched 
note you'll create a higher version of the major scale and its subsequent melodies. If you start on a low-pitched note 
you ll create a lower version. 


Major Scale Patterns 


‘The guitar, unlike a piano, is unique in that most notes are available in more than one location. Major scales have more 
notes than pentatonic scales and this results in more pattern possibilities. Below you can see some of the possibilities for 
playing a G major scale in one octave. 


wT 
rr eee ee eee 
ar ee ee eee eee 
| a rr ee ee ee ee eee 
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Like any scale or chord, the notes of the major scale are scattered all around the fretboard. A good way to get into 
playing major scales is to break up the notes of a key into five patterns. You may be wondering whether or not these 
patterns fit into the CAGED template. Yes, they do. There are three different ways they can fit. You'll learn one way now 
and the other possibilities will be discussed in a later chapter. 


The diagrams below illustrate the five major scale patterns in the key of G. All the circles represent the scale patterns. 
The colored circles represent major chords with the black circles being the root G. Associating this new scale template 
with the familiar CAGED template will enable you to jump into the scale at different starting positions more easily. 
Each pattern extends just over two octaves and covers a whole position, but don’t expect things to start on the root (pattern 
one actually starts on the scale-tone before the root). Memorize these patterns and don't forget to connect them until 
you cant go any higher. Additionally, check to see if any patterns can fit in the open position before pattern one starts. 


pattern | 


TT ™==000 All three circles represent the major scale pattern. 


70 


G Major Scale 


pattern | 
— ae *_* ¢ », — = 
Gtr. os? — — lees, = | 
— oo 
2 5—__5—3—2 
3—5 5—3 
2—_4—5 5—};-4—2 
5 5—4—2 
5—3—2 
5—_3—2 
a 2 
a rr oe = 
Bass — Z ol — > 
— 
2—_4—5 5—-4—2 
5 5—4—2 
5—3—2 
5—3—2 


Connecting the Patterns 
Just like with the penatonic scale and the CAGED 


chord forms you should visualize how the new major 
scale patterns connect. The diagram below illustrates 
how a portion of each pattern is reused in the next. 


pattern | 


2 S pattern 


pattern 3 


pattern 4 


pattern 5 } 


Transposing 


The diagrams on the next page illustrate the same 
patterns transposed to the key of C starting with pattern 
three in the open position. Pattern three connects to 
pattern four, pattern four connects to pattern five and 
so on until you can't play any higher. A second pattern 
three, an octave higher than the original, is included 
in the example. Don't forget to try connecting all the 
patterns backward starting in the highest position you're 
able to play in. Page 72 includes a notation example for 
this new key. 


Exercise 


You need to spend time practicing these patterns in 
various keys. A good way to do this is by starting at each 
fret. 


Start with the key of F at the first fret. Connect all 
the patterns until you've covered the whole fretboard. 
Next, play through the key of F# starting at the second 
fret. Again, make sure you connect all the patterns 
until you've covered the whole fretboard. Follow this 
procedure starting at every fret. 


When you get to the key of G# at the fourth fret you'll 
be able to fit a complete pattern five before it (actually, 
most of pattern five will fit in the key of G). Once you 
get to the key of At at the sixth fret you'll be able to fit 
a pattern five and a pattern four before it. With each key 
don't forget to work backward from where you start! 
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C Major Scale Patterns 


pattern 3 


gS a 
i eee 
T | @ ey Jel [e! fe/ (/ {ie 


eS °C 


i 7... 1@@0O All three circles represent the major scale pattern. 


@o The black and gray circles represent a reference chord shape. 
pattern 3 


hm —@" The black circles represent the root C. 
| | 


EYI. You'll learn in a later chapter that the major scale patterns and CAGED template can actually be combined in more ways than one.As you start using these patterns don’t expect the 
scale to always correspond to the chord youre playing over. For example, the key of C consists of the chords C, Dm, Em, F G and Am.The C major scale can be applied to any of these chords 
(even if there’s no C chord present). In the coming excercises you might play the C major scale over a Dm chord, or a G major chord, etc. 
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C Major Scale 


pattern | 
aes 
@ | pent 
— a — 
Gtr. ose — | | — 
# {aeons a oe 
— — efvse 
§#—_4+ 3—__3—_+"-4 
§—_1—3. 3—_+_4 
8—2 2—_0 
3 3—_2_4 
3—2—_ 6 
3—_1+—_0 
- - Sie 
eo = inde 
Bass —— | ed 3H | 
— a eeu 
§—2 2—+_ 4 
3 3—_2—_4 
3—_ 26 
3—_1—_# 


How to Practice 


Playing through major scales without any accompaniment is a little boring and doesn’t sound very interesting. It’s not 
possible to hear the melodic and harmonic characteristics of the scale unless you hear it against other notes or chords. 
You'll need to practice the scale patterns with a sound recording, sequencer, recording device, or a friend. 


Practicing with a Sound Recording 


Some common keys are listed on the next two pages along with some popular tunes that will make good accompaniment 
as you practice playing the major scales. There are, of course, many more songs that could have been listed for each 
key, but there are enough to get you started. These songs are not intended for you to learn but rather for you to use as 
accompaniment while playing through the scale patterns. Crank up copies of these songs and simply play through the 
appropriate major scale patterns. When you play along with the music the scale will come to life. With these songs you 
can practice in six common keys. 


Practicing with a Sequencer or Recording Device 


Sequencers can be used to create and loop musical passages that will make good accompaniment. Most keyboards 
have built-in sequencing functions. There’s also a variety of computer software that can create accompaniment. A 
recording device can be used to record you or a friend playing rhythm in various keys for you to jam over. You should 
familiarize yourself with these devices as they are great tools and can accelerate your learning. When composing your 
accompaniment make sure to choose chords that correspond to the major scale you intend to play. 


Choosing Chords 


Each key, or major scale, has several chords that go along with it. The chords for each key are outlined in the song lists 
major scale over any one of these chords or any combination of these ehordalevenie there’ s no C chord present). Just be 
sure not to mix in any other chords because they will be out of key. In other words, don't play the C major scale over a 
song with G, C, and D. The D chord isn’t in the key of C and neither is the chord progression. Stick to the chords listed 


for each key. You'll discover where the chords come from in the next chapter. 


vhs} 


Practicing with a Friend Key of A (A, Bm, C#m, D, E, F#m) 


To practice with a friend use the same instructions for “Jack and Diane” John Mellencamp.....nnnnnnnnnnnnninnnnnninnnn 

: F . ss NOR AIN se Blind! Telonmeea tee mee crea Ros nese heme nny ocean ieee ae em eee 
playing with a sound-recording or a sequencer. Be sure “Stir ft Up” Bob Mad 

that youre both tuned up and playing in the same key. “Bye Bye Love” The Everly Brothers (ELLE TELA) bere 2 peOE EO EE OD 

If your friend is playing one of the songs listed below, “Country Roads” John Denver (excluding bridge).w..s:eeenininnnnnninnnnninises 

then make sure the song is being played with the correct BV Viltaat SUG 2 g24N on Bloricleson rae sane sseetesr vr ecesms rues esare rece revere ter 

chords. If your friend is making up a chord progression, Hurts So Good” John Mellencamp..n.nmnssnnnnnnnrinnnnnnnnsinnnnn 

it should correspond to the key you're playing in end ye eae ee eee 

is yy a ae “Crazy Train” Ozzy. Osbournes sia iaisseasissda testa ctsandesstiiass strsdersuseaneemeeeaee nesses 

“Hey Jealousy” (Gia Blossonnisres. erste eee sect ae cease ees ae eae Tea eT TEEL 

“Wonderwall” Oasis... eh 

Key of G (G, Am, Bm, on D, Em) miBlitzknrieg! Bop The Ramones ce eesreceerreceesere etree ree ee eee eer 

“Ri f Fire” Tobn e “Days of Elijah / Kadosh” Paul Wilbur (Re yGharigel) a rrrssccterscerssssttceseer rset: 

NS Sh eine Jeliny Cashes: : SH llad $1 000000) Saenskedde | ee 

Sweet Home Alabama’ Lynyrd Skynyrd.....ssssssssssssssssssesssssssecsesessssssunssssseseeeesee 
eVVhatiliGotuSublimes seem t tttme etn, rads eens ne soars ene 
sRedemptoniSongmBobl\Viatlcy sess =e mann eae ee enna 
“Wonderful Tonight” Eric Claptoniscavianacsteianas aouuciaaaaseannan ase Key of Cc (C, Dm, Em, lt G, Am) 

“Last Kiss” Peatl Jam...semnsnssnnninennnnsnninninniniesnnannniususnnnnnis plikeralRollinesStonem BobiDyianmemsemene tte ann nen 
“Knockin’ On Heaven’s Door” Bob Dylata....csccsssssssssssssecssessssssssessseseessesteen gi arecn Marialo Sacta eo eee ca eee 
“Good Riddance (Time of Your Life)’ Green Day.....ssss:sssssssssssessenssssseessnsnsee MIE tics Cran Ge ee ee ee 
“Every RoseiiasiltsTihorneRoison: cee eee “All the Small Things” CHIE ALD UMA RAR ns Cy bare ie ty baie COU Sac 
SBubbleToessiacksohnsante-ntsteeernre nema nate nearer “Dyer Maller ied Zeprdling «anes nn taaece melden a ubicha land 
“Hang on Sloopy” ‘The McCoys “Fool in the Rain’ Led Zc liners meat reek neem neater tear 
“Take it Easy” The Eagles (excluding ending) ..ocssssssssssessossssseesssnssssseessenssssseessensesee cSUPeay Becarabe ud eile eee ee 
“SS cE rags ese Thhe Eagles. anes esrnsstcumesnstnnnenninneiniinnieii “Down on the Corner” Creedence Clearwater Revival...csccsscssssssassassussssese 
ites t Back aa Tom Petty.nssnestnsnieanentanunneanuniennannnniain “Have You Ever Seen the Rain?” Creedence Clearwater Revival. ..css:sssssseen 
Pein On the Nee REE Movercsssesceseentestnstneinesceneenenennennenneneenennenannee “Best of My Love” The Eagles (eoccludizao bradce) Maan nemssrersetsrcrsassr seine 

Heart of Gold Neil Young, Mase cuhecrsaeeitesnccusesisecracersessucciieertccrteeseriacertectssareeessecracceseetse “Losing Religion” [PSG DENY) Lepeootococenetp eects one Cloner ne yar enty owner rape ont ann Ue ree ra 
“All Summer Long” Kid Rock... : De ara Gaia Anon ond eeeenaN oan es cies ARC Uae eee 
ReneS of Benet Warren Zevon sienna tn en nara ne ee ter “Don't Fear The Reaper” Blue Oyster Cult... 

Under the Boardwalk” The Drifters.......cc:sscsssusssssssssssssessssuusssssssseseesesssiensesen ##Galiformication® Red For Chil Beppe esx Ge ee cate eee 
“Love the Lord” lcincolimBrewster seston rence ttc “Otherside” Red bloe@hili Peppers Dev niedemnen ae hred Ney ene mane eh ar Rrra inter 
“Semi-Charmed Life” Third Eyed Blind.........cscscsscusssssssssssssssssssssssssseseesesesssineens Dee a gee en Malin, Ca Nn ORT 
tis of Dover” Bac Joboson CO RECO AIEEE UND EETN IEE D EE TO DTU OTIC OTE You! Never: Ganilelli Chuck Beny ssnsess ea eaeeoren csr aun yee ay 

Friend of the Devil” The Grateful Dead. ..-cnensntnnensnennnanntmnnnnenn “Unchained Melody” ‘The Righteous Brothers (ewcluding bridge)... 
“Don't Tell Me” Madonna. sersearuectscerieerscerieei sens scersceisecisccr veers serscet cesta scersccr scar seericeisees “Lean On Me” Bill Withers 9 50 sO ENE PCI St DEE ey PMH RTE CELE TE! 
Jee) Coes BA cao cee ea eae “Jambalaya (OnThe Bayou)” Hank Williams.....:cnnsunnnniunnnnnnane 

Breathe” Faith Hill..ssssnnnnnnnnnnnniiiininininnnninnnnnnniiiii EMadeiloVVorsiipishrisilorniinesee es stn ne ene eerie ments 
eVWhoWill'SaveYour:Souliilewelseasnt nee ere oeenenn: 
mrouNVvere|Meant for Mlemlewellameenen nen er seen meres 
“Talking About a Revolution” ‘Tracy Chapman. SBOE BORD Du RO ou oeccaor eco caoee oes OSI (Continued on next page.) 

SBlistetalinte SUM) avaolent Henna sees sanana annum 
Closing line; @Sernisomices screenees eereerrerrren reenter rere es 


Remember, these songs are not listed here to be learned, but rather to be used as 
accompaniment while you practice playing major scale patterns. Most of the songs stay 
in key, but a few change to others (I noted this with some selections). Also, a chord 
progression can revolve around any chord in the key. Don’t expect these songs to all be 
based on the first chord. 


FY.L. “Sweet Home Alabama’ breaks the rules laid out for you in that it includes a chord that is not in key with the rest of the progression. Technically the F is a key 
change and in situations like this the major scale needs to follow. But in this case the F only comes up a few times, each time for just one beat. Odds are that ignoring 
it will go unnoticed. So, go ahead and break the rules. I ‘promise not to tell. 
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(More major scale keys continued.) 


Key of D (D, Em, F#m, G, A, Bm) 


s Margaritaville ijiraniy; Butter eer recente rare. tenant imines tame amare, 
“Horse with No Name” America. 
“Bad Moon Rising’ ™ Creedence Clearwater Revivall......sssscc.cssssssscsosssssesssersssvsssessoorsse 
SWiStrand Shoutadhe Beatles *nee coon hr eee eee pene ei apron Rene 
SWVithion VV itholityOU ila osm amen ers faurnaue simemnr mcrae Setememn lene 
“Harvest Moon” Neil Young.......:.:sssssssseeseee eas 
“Summer of 69” Bryan Adams (excluding bridge)ovsessusvssseessueseseesssunnseseessvieeet 
“Authority Song’ iaJohn!Viellencamnyeeeste te mren ray nero te macnn ene res 
siFelizi NavidadisjoseFelicamonme ater metre minty teen een ony 
77 lates Fes CUTE IS tome DISS oese Sera hl ccerexncccremneecremneccremneecremneccremenire 
si Magsiel Nays Rod Stewart snctasnen cra teinonw Gael gubenarnin adm ethane 
7 flares Mintel] USS Gren ey” TRIG, cssccecrcoctecemcn erncoeciociecemcor meester 
Good Movin: eile Rascals: sme mur unin ahve sale nent wanna ant aut pene es 
BI RUMArOUNG SUE ail ion mene meee aterm mann Reenter eee ees 
“Show Me Your Glory” Third Day.... 
i ame tScysialanes!Adcictionesmen see nero ern menne ee penne aan ne nue rr ree 
“Angel” Sarah Viclkachlani(lrwellensor) meme erence eretarere ere 
siranklin'silowenGsilhe Graciull Dead eer tee 
“Breakfast at Tiffany's” Deep BluciSomething men ten tenet 
“Building a Mystery’ Sarah McLachlan. 
‘dlakeialPictines-Ritter ware emer ante ere war mere fen aw eng e r aneray 
SeTUB TURPIN ei China yaya nentn nnn 


Key of E (E, F#m, G*m, A, B, C#m) 


“Hit Me With Your Best Shot? Pat Benatar........cccssccssssssessssssssseecssessseeessssssnseesseess 


“All Along The Watchtower” Bob Dylaticsssssssssssseessuessssessiussssseesssmenssseesstes 
sv Valll<: of lbifes ilDire Straite ener cee tec seers neers an rr sre nner arre earner 
“|Wanna Be Sedated” The Ramones (Reyicbearagest) rcs csrssceccasssctessscectesessessescesrases 
“Yellow Ledbetter” Pearl Jam. 
“Open the Eyes of My Heart’’ Michael W. Smith......csscccssssssseesssssnsrseeseesensnsees 
elena} AmitoVVorshiip ie lina) Etugleseses ee eeee steerer renee ernansts 
a INeverg et Our Gomi rindi ye) incl eeeneaeeenneeenaeen ence nena 
elmiloo: Deep Sura’ ey cacnecnen cece neneanieeaunne aeneeausennseemunraire 
shat lip? Sunda) seerene ee ee mn perenne ne senane nena aha penanene ts 
py! @OwniWorst' Emesny | [eitscosss sc: scree cee r erent errr cvrer treme riers 


Key of F (F, Gm, Am, B?, C, Dm) 


“The Joker” Steve MillerBandarcccnesrrccmicccmcienrerir erect trnriii 
GalliMeAlaPaul Simonscoteh ae re reree reer eae ar Lom here 
shree|Fallingsailom Pettyensss nn 


Scale Differences 


If you compare the pentatonic scale to the major scale 
you'll notice something interesting. All of the pentatonic 


major pentatonic scale consists of G, A, B, D and E. The 
pentatonic scale is really just a simplified major scale. 
Despite this relationship, most guitarists think of the 
two scales and their sounds separately. 


Besides having two more notes per octave than the 
pentatonic scales, major scales include the half-step 
interval and thus the half-step sound. The pentatonic 
scale is built of intervals at least one whole-step apart 
and doesn’t include any of the half-step intervals from 
the major scale. Recognizing these characteristics will 
help you separate the two scales and their sounds. This 
will assist you in identifying and working out parts along 
with enabling you to retain more. You'll also have more 
control of your sound while applying scales to other 
songs or your own music. 


What about Chromatic Passing Tones? 


The chromatic passing tone that is added to the 
pentatonic scale to create the so-called “blues scale” is 
not an interval related to any parent major scale. Even 
though the “blues scale” contains half-step intervals, 
its construction and sound is different from the major 
scale. 


Chromatic passing tones can also be added to the major 
scale. There are no other names for the scale when this 
occurs. Sometimes, if the right passing tone is added, 
and if the right scale-tones are skipped, you could have a 
pentatonic “blues scale” in a major scale. When you start 
adding and taking things away from the major scale the 
lines between it and the pentatonic scale can become 


blurred. 


Songs 


The list in the next column includes songs that all have a 
prominent major scale melody, riff, solo or bass line. The 
first list includes examples that use all seven major scale 
degrees. The second list of examples uses the major scale 
but not all seven degrees. You'll find examples of major 
scale parts with chromatic passing tones in the third 
list. Remember that the major scale, like any scale, can 
be used in any key, in any pattern or any combination 
thereof. Parts can start on any note. There are a lot of 


examples here and you should learn several because the 
major scale is the most important scale in music. You 
don't have to learn a song in its entirety. Just focus on 


the major scale part. 


Major Scale Songs 


“Down On the Corner” Creedence Clearwater Rivival............ Gtr/Bass Intro 
-GultofRersonalityalenins Colours nea en Gtr./Bass Riffs 
“ARMENIANS WPilzsingersl Me creme ccomemenncnreonciccoc Gtr. Double-Stop Riff 
BYNIGVVOKIGia Cae Stevense nee ene Gtr. Run During Chorus 
“La Bamba” Los Lobos.. .Gtr. Intro, Solos 
ALLA oa'0 eedear lea ona Rae ae ae ial Pie aah aie aaron eee Grr. Intro, Verse 


©) 
©) 
©) 
©) 
©) 
©) 


“Island in = SUN Veczersueee cer ene om nn eer i Grr, Solo 
BIBFOKEN Seether an mers nants mie au nenten Han ease, Gtr. Solo 2:35 (G) 
XGodzillagBine @yster Cult etree ene Bass Riff (E) 
Katte ne Uy M CU’ SAS eel creer rcermescrcmemntceoo Grr. Solo (E) 
“| Love Rock ‘N Roll” Joan Jett & The Blackhearts Gur Solo (E) 
ai My,@w in VVorstiEMeniygulitee mentee me mencmnemae ernie ee 
a CEE ee ae Ne Ren acter eee 
“Never Let You Go” Third Eye Blind. 
“My OwnWorst Enemy” Lit......... 
“Beast of Burden’ The Rolling Stones. 
“The Impession That | Get” The Mighty Mighty Bosstones........sssssssse: Bass (E) 
“Mama I’m Coming Home’ Ozzy Osboutne.......csssssssssesesseeeen Ger. Intro (E) 
“Want Candy” Row WawaVWowse ners tsre eres Gtr. Riff (D) 
siIKtS a Goo:Goo!Dollsr enema treme errr octane amare meen grrr ah Bass (D) 
“Ants Marching’ Dave Viatthews| banc i. Bass (D) 
“Rapper's Delight” Sugar Hill Gang... .Bass (D) 
“Lie In Our Graves”’ Dave Matthews Band.......ccccscsssscssssssssseeeeseeeee Gtr. Intro (D) 
“Stay Together for the Kids’ Blink 182.........csscsssscsccsssseseseessensesees Ger. Intro (D) 
= Ventura ilishway 4 Americamssee rare ene een ena Ger. Intro (D) 
“The First Cut is the Deepest’ Sheryl Crow........csscsssssssesmersssesseen Ger. Solo (D) 
“Third Stone from the Sun” Jimi Hendrix...........ccccee. Octave Gtr. Melody (A) 
“Crazy Train” ‘Ozzy Osboumernnnemn ccc arrer ret Ger. Riff; Bass (A) 
“LongView” (Greendayrameernn tener ite ets Bass Intro, Tune Down 1/2 Step (A) 
AN Tes [Ret ny [ev tara I Te fa cececeeecemmnerenrencexenieneereommeneresrcerteeemererenntbin Lead Gtr. Intro (A) 
.. Gtr. Verse 0:08 (F) 
De Aine ee rete eee tree Gtr. Solo (F) 
Y cake rar aden Orato eee TaD Gtr. Solo (F) 
ra ene nea an C eras ener te een Bass (F) 
“The ManWho Sold the World” Nirvana............. Bass Runs During Chorus (F) 
SSmellsitikeileen|SpinieaNinvanasssssee resent neon Gtr. Solo (Ab) 
“Satellite” Dave Matthews Band.............ssssssssssssssssesesssssssssssenseese Grr. Intro, Bass (Ab) 
“ATWA\” System of a Down....... ....Gér. Intro (Ab) 
» Arielsi@SystemonalDownie erate ee enter Grr Intro (Eb) 
“Europa” Santana neater erence te reer ereie Gtr. Solo (Eb) 
Dont Speak4sNo Doubtess eure: serene tee es Gtr. Solo (Eb) 
“Flavor of the Weal” American Hi-Fi... ccccecccccssssssseesseeseeeseeensesees Gtr. Solo (Bb) 
“Immigrant Song’ ied'Zeppelinges nner tee Bass Chorus (various keys) 
“Silent Night” Ape CATT ar TER an oR eee Vocal Melody (Any Key) 
“Happy Birthday” Bp Em ake PRR CES Ee aon On OR Ae Vocal Melody (Any Key) 


Major Scale (Not All Seven Degrees) 
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“China Cat Sunflower” The Grateful Dead..........:::sscsss ees Lead Gtr. Melody (C) 
SOW Ger Want run se ree anche te reecheerane me teeenet Horn Melody (C) 
“All the Small Things” Blink 182 ...Octave Gtr. Melody (C) 
Redemption’ Song.) BobiMatleynscsnarersncaeeneencn Gur. Intro (G) 
“Dueling Banjos” Eric Weissberg 8¢ Steve Mandell.......s:sssesesess Gtr, Capo II (G) 
“Sweet Child O’ Mine” Guns & Roses.........--- Ger Intro, Tune Down 1/2 Step (G) 
“Ramblin’ Man” The Allman Brothers Band............ Ger. Intro, Tune Up 1/2 Step (G) 
pLastiResortaPanalRoachseree mere ne tin ur nce re eenmrn nce: Grr. Riff (G) 
“Oh, Pretty Woman” Royi@roison/\Vanite a len neem tenets Gtr. Riff (A) 
“Photograph”? Weezer....scssssssssscsseseessssensesee (A) 
“Buddy Holly” iWeezerrem re tccite Gtr/Vocal Melody, Tune Down 1/2 Step (A) 
“Every Morning” Sugar Rayisesnsmmrrin: Ger. Intro, Tune Down 1/2 Step (A) 
“Stand by Mes BentE Kington sie nice te ienaa mre eto Bass (A) 
“The Joker” Steve! Viller| Bandeeemeren terete er aeeerae Gtr. & Bass Riff (F) 
Layla Derek Gcllhe Dominossm ete ete teen Rhy. & Lead Gtr. Intro (F) 
SOCHISKTI Mal Ole ere eee teen nr ananen etre ee Bass Intro & Riff (F) 
“Show Me the Way” Reter: Bramton meee een en arcane eee Gtr. Melody (D) 
“Back on the Chain Gang” The Pretenderts........cssssssssssessessseseen Gtr. Melody (D) 
sino! Deep se Suni-ltes vee ee erone serene Sennen an Ger. Intro (E) 
“Sweet Dreams” Marilyn Manson......sssssssssssssssssssssseseeeessessetensesee Gtr. Riff (Eb) 
“The Kids Arent Aright’” The Offspring.......sssssscssssssssseessuensesees Gur. Intro (Db) 


Various patterns, including pattern combinations, are used in different songs. Parts 
start on any note. 


can 


Major Scale (Chromatic Passing Tones) 


IV V ANC OUN Baked nel acksonis meee eee nnn tee Bass (Ab) 
Brown eyed|Giniiay ac! lorison sss == meanness Bass (G) 
“Hit Me With Your Best Shot” Pat Bematar........cccscsscssccseessssnees Grr. Solo (E) 
VValkaD ont RUnpeilhe\Ventiresss eee eee Gtr. Melody (C) 
s Imbthhe) Mot sed) Zeppelin cece csr reecee tee ener Clavinet Run (C) 


Various patterns, including pattern combinations, are used in different songs. Parts 
start on any note. 


Conclusion 


can 


Congratulations! Now you know the most important 


scale in music, and how to play it in any key and in 


any 


position. Playing the major scale over the songs from 
the six most common keys gives you the ability to create 
spontaneous improvisations around the whole fretboard. 
The song melodies, riffs and bass lines that you learned 
will give you plenty of lick and phrasing ideas to use in 
your own playing. Here’s a tip: Try taking a major scale 


Talk to Me 


Have any questions or comments about this chap 


part from one song, transposing it, and playing it over a 


completely different song in another key. 


ter? 


Are there other song references that you think make 


good examples? I want to hear from you! Contact 


me 


through my web site: http://Guitar-Music-Theory.com 
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Chapter 6 


Chord Progressions and Playing by Numbers 


About This Chapter 


In this section you'll learn how to stack the notes of 
the major scale to build chords. You'll learn that every 
key consists of six commonly used chords that can 
easily be found with a simple pattern and recognized 
by number. You'll also learn about progressions and how 
they relate to popular music. This chapter also serves as 
an introduction to intervals. 


Topics Covered 


1. Triads 

2. Chord construction 

3. Intro to intervals 

4. Major scale chord pattern 

5. Playing by numbers (Nashville Numbers) 


6. Progressions 


Triads 


Triads are the most fundamental chords and, as their 
name suggests, they consist of three notes. Triads are 
built by stacking every other note of the major scale. For 
example, if you want to build a triad for the first note, 
then you play it together with the third and fifth scale 
degrees. 


This is illustrated below using the G major scale. 
The first note in a triad is referred to as the root and 
represented in the diagram by the number 1. The other 
intervals are referred to as the third and the fifth, and 
are represented by the numbers 3 and 5. ‘The triad is 
illustrated in a few different scale patterns in order for 
you to see the different ways these same three notes can 
be arranged on the fretboard. 


0 
2 
: O-Q @ 
t O @ 
- O one 
; © OD 
= 
a 
O= @ 
Q O-2 
qo 6 
q on 
) © a 
@ —=@) 
e O= 


78 


When you play these notes simultaneously, the harmonized sound you hear is a G major chord. The root is G, the 3rd is 
B and the 5th is D. These three notes are scattered all around the fretboard and can be combined, in any order, to make 
a G major chord. It doesn’t matter in what octave the intervals occur, or if an interval repeats, as long as there’s at least 
one occurrence of each note. 


The next group of diagrams illustrate all the major chord forms. This is the CAGED chord template you learned 
in Chapter 3 and the major scale patterns you learned in Chapter 5. Notice how the triad intervals combine a little 
differently in each form. It’s not necessary to memorize the position of the intervals in this example. Just take a look at 
the numbers to get an idea of how things fit. 


pattern 5 


a 


Major Third 


In the diagrams below, notice how the third is two whole-steps above the root. This distance, or interval, is known as a 
major third (or simply, third). This interval can also be found by moving over one string and back one fret. 


Major third (up two whole-steps) 


ee ee 
mT 
a ee Se ee eee) 


A So 
SO 


Perfect Fifth 


In the diagram below, notice how the fifth interval, in combination with the root, makes the so-called “power chord.” 
Chords are built from three notes. A power chord is technically not a full chord because it doesn't contain the third 
interval. It contains only the root and fifth intervals. This is represented in music by writing the root followed by the 
number five. For example, a G power chord is written as G°. A chord written simply as G implies a full major chord 
with all three intervals usually present. 


Fifth or “power chord” (over one string, up two frets) 
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Minor Triad 


The diagrams below show you how to build a triad for the second note in the G major scale. Don’t switch keys! You're 
still using the G major scale patterns. You're simply building a triad by starting from the second scale degree. A is now 
counted as the root, C is the third and E is the fifth. This triad is a little different from the last. 


———— 


SS 
> mS ere 


fe ge or 
pf dy deg gg 
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When you compare the G triad to this new A triad you'll notice that the fifth intervals look the same but the third 
intervals are different. G’s third was two whole-steps, but A’s third is only a step-and-a-half. The distance between G 


and its third is greater than that of A and its third. As we say in music, the distance between G and its third is a major 
difference. The distance between A and its third is a minor difference. 


The minor third interval is also referred to as a flat third because it’s one fret lower than a major third. This is written as 


a number three preceded by a flat sign (53). This interval also occurs when you move over one string and back two frets 
as shown in the diagrams below. 


minor or flat third (over one string, back two frets) 


minor or flat third (up one-and-a-half-steps) 


a a GG GOO 
_ or oe ee ee ee 
et re rel Te TT Te 

a a a A 1 


|e es ea Daas eg See i, a en 
ttl gg 


82 


G’s third is major and the result is a happy sounding major chord. A’s third is minor and the result is a darker, sadder 
sounding minor chord. The diagrams below illustrate all the minor chord forms. This is the minor CAGED template 
you learned in Chapter 4 and the major scale patterns you learned in Chapter 5. Notice how the triad intervals combine 
a little differently in each form. It’s not necessary to memorize the position of the intervals in this example. Just take a 
look at the numbers to get an idea of how things fit. 
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Moving On 


Now try building a triad starting from the third scale degree B. Remember, you're still in the G major scale! You're just 
starting to count from the third scale degree B. The result is a root, minor third and another perfect fifth. Youre probably 
catching on by now but here are a few examples to help you on your way. 


No more diagrams for the next three triads! You can build them on your own. The results should be: 


* C major triad starting from the fourth scale degree 
* D major triad starting from the fifth scale degree 
* E minor triad starting from the sixth scale degree 


As you build these triads compare them to the first few you built. Each triad can be arranged in three different shapes 
on the fretboard. Work them all out on your own. When you finish building each triad, play all three intervals together 
and analyze a few common chord forms in order to understand how things fit. Bass players can transpose these intervals 
up an octave or two while playing them simultaneously. If bass players play chords in a low octave, then they'll sound 
very muddy. 
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Flat Fifth 


When building a triad for the seventh scale degree, Fe, the third interval is minor. The fifth interval is unlike all the 
other triads in that it’s one fret lower. This unusual interval is called a flat fifth (55). The result is a chord called 
F#minor?5 (sounds serious doesn't it?). The flat five interval is never referred to as a minor fifth because only a third 
interval can determine whether a chord has a major or minor tonality. 


This chord is rarely used in popular music. It’s more common in jazz where it’s played with a seventh interval. One way 
you can play F#minor?5 is shown below. You may find it interesting and it completes the scale. 


Senn Iain canes Gein 
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Practice 


Congratulations! You've successfully completed building triads for the entire G major scale (feels good doesn't it?). Take 
a few minutes and review playing the triads for all seven scale degrees in order, forward and backward. The example 
below shows you one way to do this. This excercise is extremely valuable to bass players. 


Major Scale Triads 


Key of G 
G Am Bm C D Em Fem)s G 
aan a 
by — of 
Ty) +7 3 oe 
; 
25 4—7 5—9 7—40 942 
B , 25 ; 37 = 593 5 7 9 49 
YJ 
a” @- @- 
— — 
af 2-5 4—7 5—9 7—40 942 
5 2-5 3—F 59-3 5 7 9 40 
3 5 7 
5 G F#m)s Em D C Bm Am G 
q | = — — ee =e = 
° == = | 
= —_ o os = os =e 
oe wv 
A 
42-9 40—7. 95 7—-4 5—2 
B 40 9 z 5 3—_9 5 7—3 52 
7 5 3 
oe 
*_» eo o = 
eo 
| a a | =a o 
JT _42-9 49 —7 95 7—4 52 
5 48 9 7 5 3—95 7-3 5—2 
7 5 3 


You can build triads for any major scale, in any key. Since the interval structure of the major scale remains the same, 
regardless of key, the triads are always the same too. In other words, the triad for the first scale degree is always major, 
the second is always minor, etc. 
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Bass Players 


Bass players don't really play full chords although bass 
lines are always based on chords. Good bass players 
know not only the roots to chords, but also the additional 
intervals and how to compose their parts with these 
notes in mind. Bass players think more in terms of triad 
shapes and arpeggio patterns rather than chord forms 
because they’re not concerned with combining notes 
and playing them simultaneously. 


Triad Songs 


The following songs all utilize, among other things, the 
triad shapes that result from stacking the major scale. 
Most of these examples are for the bass but guitar 
players should learn them too. The major triads are used 
a lot more than the minor triads in these examples. 


Triads 


me Cententicl dm ohinltocertysmme sats ane eras snannrr ene Gtr. Intro 
“Tightrope” Stevie Ray Vaughan & Double Trouble... 
“Manic Depression” Jimi Hendrix. 
is © nline;SOnmpsia inks 82: seers emanates eee enna etn Rena Grr. 0:20 
“O-Bla-Di-O-Bla-Da’ The Beatles......sssssssssssssssnsesessnsesessseseeesneseesinaseeee Bass 
“Stir It Up” Bob Marley & The Wailers... 


“California Girls” The Beach Boys......... Bass 
“Come Together” The Beatles.......... Bass 
“Crush ‘Em’ Megadeth..............-+ Bass 
“Eight Days a Week’ The Beatles..... Bass 


Major Scale Chord Sequence 


After examining the triads that resulted from 
harmonizing the major scale you can determine a 
sequence of major and minor chord qualities. 


Scale Degree and Chord Quality 


I. Major 
2. minor 
3. minor 
4. Major 
5. Major 
6. minor 


7. minor flat five 


Roman Numerals (Nashville Number System) 


Sometimes referred to as the Nashville Number System, 
this major/minor sequence can be better represented 
in musical terms by using Roman numerals. Upper 
case Roman numerals represent major chords. Lower 
case Roman numerals represent minor chords. Since 
the minor flat five chord is rarely used, leave it out in 
order to focus on the important chords. The result is the 


“That'll Be the Day” Buddy ielolly Seine Gmeketsiremmmnr reenter rar Bass 
“That’s All Right’’ Elvis Presley.......ssssssccsssssssee 


“Lit Up” Buck: Chemysetecncne coriete arrestee series Bass 
“Light My rll nies a eta) Boras eSuel otyhyrer a de lee esha er an Ee tor Bass 


vi minor 


This is arguably the most important sequence in music. 
All of the popular music you listen to and play is either 
directly in this sequence or thought of in relation to it. 
For this reason it should be completely memorized. 
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Play by Numbers 


‘The only way for guitarists to truly benefit from this number sequence is to visualize how it lays out on the fretboard. 
You can begin by playing common barre chords for each scale degree. Don't worry about the notes. Focus all your 


visualize and play by numbers in the key of G. Notation is available on the next page. 


Key of G 
i 
| @ 
| @ @ e ® & 
ll 5 
i ——— 

@ 
a 
Ce 3 
6 ej, [el le 8 
a O 
a a 

€ 

a 
——7° z 
ie] 18 le @ 
I Se e 
a a ee ee 
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Key of G 


Major Scale Chord Pattern 


IV Vv 


g a 


I il 


WMD <. 


ret 
Q bond 
INAAI 
ay ROD = 


ry et a i 
"E form" barre chord "A form" barre chord 
3 5 t 3 5 t 
4 5 FT 5 Ft 9 
B 5 7 9 3 5 7 
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Practice 


This number pattern is easy to visualize because everything lines up neatly on the fretboard. Chords I, ii, and iii are 
on string six, and chords IV, V, and vi are on string five in the same frets. Play through the whole pattern forward and 
backward several times while calling out each number as it’s played. Try playing just the major chords in various orders 
then do the same for the minor chords. Finish up by jumping from string six to string five and playing the chords in 
orders like I IV, ii V, iii vi and vi iii, V ii, IV 1. 


Transposing 
Key of G 
This pattern is illustrated in the key of G but the chord I 
sequence remains the same regardless of the key. Every 4 ; = ms 7 — ; 
key may have different notes but the intervals and chord I e 
qualities never change. For this reason, it’s much easier ee a 
to think of chord progressions by numbers rather than Key of A 
notes. | 
| ® 
| o ®@ S © e 
You can transpose to new keys simply by duplicating a =r e 
this pattern in other positions. The first chord always oe 
determines the key. If you start at the fifth fret, then Key of B 
you'll have all the chords in the key of A. If you start at H = 
the seventh fret, then you'll have all the chords in the I ® e @ e @ 
key of B, etc. You can even start with the open sixth - $= (Y= 
string. This will give you the key of E. In this position _—— 
both the I and IV chords end up being played as open Key of C 
I 
forms. i = 
| © e ° @ @ 
You should spend time playing by numbers in various F —— 
keys. For now, simply stick with the two common barre a 
chord forms illustrated for you. You can work in other Key of E 
chord forms later on your own. ' Pr 
| © e © e oO 
_ D 
gy |g 
Key of E 
I 
| e 
| Se 9 @ ° e 
a e 
| —————F 
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The Major Chords: | IV V 


A lot of popular music is based on the major chords 
I, IV and V. The simpler the song, the more likely the 
progression boils down to these chords. The simplest 
progression is simply I V (isn’t that simply super). “You 
Never Can Tell” by Chuck Berry, “Jambalaya” by Hank 
Williams and “Achy Breaky Heart” by Billy Ray Cyrus 
are a few examples that use just these two chords. The 
list coming up includes songs that are based on all three 
major chords. Musicians who are familiar with these 
sure-to-show-up chords are the ones who can anticipate 
the changes of a song the first time through. Knowing 
where to look sure makes things easier. 


Playing Songs by Number 


The first list at right includes songs based on the pattern 
you just learned, starting with the major chords I, LV, 
and V (1 4 5). These songs are all in different keys and 
have slightly different progressions but they all can be 
played with the common barre chords you used to build 
the chord pattern (even though the actual guitar parts 
may be played differently). Some of these examples 
don't start on chord I. Some of the songs use power 
chords rather than full major and minor barre chords, as 
is often the case in rock music. It’s not uncommon for 
a song to change keys, especially during a bridge. Don't 
expect all of the tunes to remain in the same key they 
start in. 


You don't need to learn these songs note for note. Just 
learn the basic changes and play along using the chord 
pattern you now know. The best way to practice these 
songs is to call out each chord in the progression dy 
number as you play it. For example, “Wild Thing” uses 
the chords A, D and E, which are I, IV and V in the key 
of A. As you strum say to yourself “One. ..Four...Five... 
Four...etc.” 


Adding Minor Chords 


The second list includes songs that incorporate the 


progression song references, take things as far as you can 
on your own after I get you started. In other words, you 
may be able to figure out a song’s chorus even though 
I only noted the verse. Just focus on what fits into the 
chord pattern. Don’t worry about the other stuff yet. 


Songs Based on LIV V 


“Achy Breaky Heart” Billy Ray Cyrus... Whole Song! IV (A, 
“Sweet Home Alabama” Lynyrd Skynyrd... Nearly Whole Song!V IV L(G, 
“All Summer Long” Kid Rock..wssssessssesussesasemeesenensstin Whole Song! V IVI (G, 
“Werewolves of London” Warren Zevoriessassssssssssssansesunee Whole Song! V IV I (G, 
“Magic Carpet Ride” Steppenwollfi....ssessuccsessssesessssnctesetsssetnt Verse VIVI(G, 
“Seven Bridges Road’ The Eagles.......cssssssssssssssseneeseesee Verse/Chorus VIV I (G, 
“Taking Care of Business’’ Bachman-Turner Overdrive...... Verse/Chorus V IVI (F, 
“Brown Eyed (GinlaVanllVlornisomee eee Verse IIVIV(G, 
“Hang on Sloopy’ The McCoys...esssessmsessusessiseneiet Whole Song! LIV V IV (G 
“Stir It Up” Bob Miarley....cccsssseseseens Whole Song! LIV V (A 
“What | Like About You” The Romantics......s.0 Nearly Whole Song! V LIVI (A, 
“Brimful of Asha’ Corner Shop.eesssssssssesesesssseneseesetsnensts Verse/Chorus IV IV (A 
NN AMAT nl tneg USE ote ccm remencrsritec Chorus LIV V IV (A, 
“Walking On Sunshine” Katrina & The Waves...sssssssseseusees Verse IV V IV (Bb 
“Twist and Shout” The Isley Brothers....sssscseesssesussnesesenees Whole Song! LIV V (F, 
“Are You Jimmy Ray?” Jimmy Raye...esessssisessneesseeteee Verse/Chorus VIV LIV (F, 
“Give Me One Reason” Tracy Chapman... Verse LIV V (F# 
eMe-and) Bobby McGeeien ee ccccsc men ecerocneenrcanennnece ort (GB 
“Bye Bye Love” The Everly Brothers excluding intr0...asessanestsssetinsnsnemsssemenee (A, 
“When The Sun Goes Down” Kenny Chesneyieessscsessssssnesesestnssneeiesete (A 
siBarbatra Anniallhe BeachiBoyseemacstscre cementite ners cece ‘B 
a Mrfambouirine Mani bop Dylans cere me emer meres F, 
ss Volcano m jimmy, Bultet eerentensemee ates enerecer ee secrete tent er eran eee F, 
“The Joker” Steve Miller Band. 

“Why Don’t You Get a Job?” The Offspring. 

= WVallcofilitfe Dire Straits eeccamcacne cat aie acne actenumematnnncntees (E, 
“TWanna Be Sedated” The Ramomes.ecssussssssssssesunnssssessensstnsssssuesssnstsesnsesssees E, 
“| Love Rock‘N Roll’ Joan Jett & The Blackhearts..csestsssstsssteremsstsneteiee E, 
“TWantna Be Sedated” The Ramones...cessssssssssussssssssssnsssssssssnssssssssssnsssssessen (E, Ft 


Songs With ii iii vi 


“limyyours@lason! Mifazeeen scenes catenin crac IVvilV (B 
“Country RoadsisJohniDenyernasa! eee es Chorus IV vi IV (A, 
“You Are God Alone’ Billy Foote & Cindy Foote....sscassee Chorus IV vi IV (Ab, 
“When | Come Around” Greenday... ..Eb Tuning, IV vi IV (G, 
s GlyceninemBushmeressereece ra eter cee ae IV vi WV (F; 
“Hurts So Good” John Mellencamp.erssscsssssestneneesssssmeinenees VerseIV uilV (A 
“What's My Age Again?” Blink 182.....cccsssessssssneee Eb Tuning, Verse VIV vi (G, 
“Love the Lord” Lincoln Brewster..cssscssssssscsssesessee Verse LV vi tii VV IVVI(G, 
“Heaven” Los EonelyBoysnsunnamecermmmsmnce arora Eb Tuning, Lii (G, 
“What's Up?” AIN oni lon desticacicssccs cnt sesso iasee ett eee Tii (A, 
plvly/©wnWVvorst EMenny ss ete neetemennares Chorus Lii IV V (E, 
“Online Songs” Blink 182....... ...Intro/Verse 1 Tii VV (A, 
Glosingmime sSemisonicessesece tenner eee IVilV(G 
sr AllStalasomashllVlouriese senate een tnee nae Eb Tuning IV iiIV (G 
“Earth Angel (Will You Be Mine)” The Penguins....ssevissrsstesttn Ivi lV V (Bb, 
“Every Breathou Take” The Police... cccescrerscnaccrsneseseonsesesset IvilVV (Ab 
= Stand! by MepiBemiBY King ween ne eaten merce entero Ivi VV (A 
“Hit Me With Your Best Shot” Pat Benatar....Chorus [IV vi V LIV vi VIVV (E 
“Layla (acoustic) Ene Claptoniersssesamesnenentrs Chorus/Solo vi IV V vi (F, 
“Won't Back Down” Tom [Rethvssnancatscerseusatieccsncctarannmumie eee vi VI(G 
“Under the Boardwalle” The Drifters...c.ccssssssssssssssssssssssssusssseseense Chorus vi V(G; 
ileartioli Golda Neil ouin gs emeeeeersneeeeernreeneana Verse vi VV 1(G, 
ear an@id feb lickssabir tee eee eee rea nee Verse vi V.IV vi (G 
“All Along the Watchtower” Jimi Hendrix.............00+ Eb Tuning, V vi VIV (E, 
“Island in the Sun’? Weezer... vitiVI(G 
“Ob-La-Di Ob-La-Da”” The Beatles...ccssssssssssssssesesnsessnsesee Chorus IV vi IVI (Bb 
“Here |Am to Worship” Tim Hughes.....eocssssssssnesemsestn Verse Vii, IV IV (E, 
“Open the Eyes of My Heart” Michael W. Smith.........Chorus Vvi VV, V viii V (E, 
“Days of Elijah / Kadosh”’ Paul Wilbut.....ecssssssssssniesnteneein Includes iti (Bb, 


Man) Yay antsy IM Foxe} TUT SIM Leber eerreppecommeern rreetemcrernrenteneere Includes iii (G, 
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Starting on String Five 


Now that you’re comfortable with playing chord progressions in the major scale starting on string six, it’s time to learn 
how the pattern can be played starting on string five. This new position will make it easier to play in keys that were too 
high on the fretboard with the original pattern. 


To start with, play through the chord sequence starting on C at the eighth fret of string six. This key is a little uncomfortable 
because it’s hard to cram all your fingers into the frets especially for the iii chord. The solution is to access these same 
chords somewhere else on the fretboard where there’s more room to work. 


The I, ii, and iii chords can be played on the fifth string as “A form” barre chords starting at fret three. If], ii, and iii start 
at the third fret, then so will IV, V, and vi only over a string just like before. You can see in the diagram that the pattern 
looks familiar, but the common barre chords guitarists use don't originate from the fourth string where IV, V and vi are 
now located. 


‘The solution is to play the same notes an octave lower. This will place them all on the sixth string where you can use the 
common “E form” barre chord to complete the new pattern. The end result is a pattern where I, ii, and iii are on string 
five and IV, V, and vi are on string six. Besides being flip-flopped around in comparison to the original pattern, this one 
doesn’t line up as nicely. Regardless, it’s just as important to memorize it because it’s used just as frequently. 


On the next page everything is drawn out for you in this new position. If you compare the notes in this new pattern to 
the first one you learned, then you'll realize they’re the same. I is still C, ii is still Dm, etc. You now have two positions 
to access the same sequence of chords. With the key of C, it’s more comfortable, and more common, to play between 
frets one and five rather than frets eight and twelve. 
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Key of C 


A 
RY 


SY 
a 8 a 


ot 7 EL 
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Major Scale Chord Pattern ‘ 
ey of C 
I ii iii IV Vv vi 
o- a is 
4-6 = 
45- 4 a Go sa 
a 
"A form" barre chords "E form" barre chords 
3 5 F 4 3 5 
F 5 6 8 4 3 5 
5 7 9 2 4 5 
5 7 9 3 5 7 
B 3 5 7 3 5 7 
4 3 5 
o 
— _— — 
at 25 37 5—-9 
B 3 5 F 6 3 2 5 3 7 
4 3 5 
vi Vv IV iii ii I 
4 g 2 
a Go 
Z | eC ee Z d 
go e a id 
Co wai 
5 3 4 8 6 5 
i 5 4 2 9 7 5 
7 5 3 9 7 5 
B—7. 5 3 7 5 3 
5 3 4 
o o ial o 
——- o o 
et —— — 
af 59 37 25 
5 3 7 2 5 8 3 7 5 3 
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Practice 


You should take time to review this new pattern just as you did the original. Slide it around the fretboard to access 
different keys as demonstrated below. A great exercise is to play a progression in one position and then duplicate it in 
the other. When dealing with progressions it shouldn't make a difference which position, or which pattern, you play in. 
You should know both equally as well. 


Key of C 


Key of D 


25 


Playing in Two Positions 


‘The next two pages show notation for a sample progression played in one position and then duplicated in other position. 
Work with this exercise until you can move through each pattern with ease. Once you get the hang of playing this, you 
can try other progressions based on songs you've learned or make up your own changes. 


yo 


ES 
—Homayh - 
OO 
WHORE 
aah 

POA 
Th F 
th) 


72 
e) 
Position | 
8 40 42 42 8 8 48 40 
+ 8 42 43 42 40 8 40 42 
9 42 44 42 48 9 48 42 
40 42 44 44 48 40 42 42 
B 40 40 42 44 8 40 42 48 
8 42 8 46 
44 2 oe 
| 
+ 
A 40 42 8 49 
8 42 8 40 
5 I V vi iii IV I i V 
a & a Z a 
Z g | Z | | Z { 
ese r Ga 44 
lon a log 
Position 2 
3 3 5 7 4 3 5 3 
T 3 3 5 8 4 5 6 3 
5 4 5 9 2 5 7 4 
5 5 7 9 3 5 7 5 
B—3 5 7 7 3 3 5 5 


a> 
db 
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Progression in Two Positions 


Key of F 
I Vv vi lil IV I il V 
p fy le (re GB 
e) = = ed S aA a & 
a 
Position | 
F 4 5 6 5 3 4 3 5 
3 5 7 7 3 3 5 5 
B 3 3 5 7 4 3 5 3 
4 5 4 3 
oA Fe | | | 
(f) S a 
3 5 4 3 
B 4 5 4 3 
I V vi iii IV I ii Vv 
5 2 
2 
VW is eC 
lS Fa lS 1S 
= ed — = 
Position 2 
8 8 49 49 6 8 49 8 
49 9 49 44 7 49 49 9 
40 40 49 44 8 40 49 40 
B 8 46 42 42 8 8 40 40 
8 40 6 8 
a ia SB 7 
a e a a 
+ 
a 8 42 8 49 
8 49 6 8 


Songs in String Five Pattern 


The following songs are based on this new pattern. You 
don't need to learn these songs note for note. Just learn 
the basic changes and play along using the new chord 
pattern you now know. Work on major chord songs 
first, then add in the minors. As you play, don't forget to 
call aloud each number. 


Songs I IV V (On String Five) 


“Jambalaya (On the Bayou)’ Hank Williams.........scsssssesssseessessesssneeseee IV(C) 
“You Never Can Tell” Chuck Betry....csc.ccsscsscssscsecesnessssessssecsnectessensessenet IV(C, 


SSUMMEeOR Om Evan Aas eee eres Verse IV (D, 
“1 Still Haven’t Found What I’m Looking For’ U2 .. Verse LIV (Db, 
BRTETOR|IUSION il ocl\y\ als een Verse VI(D 
“Authority Song’ John Mellencamp.......:.:sssssssseesssessee Whole Song! LIV V (D, 
“Twist and Shout” The Beatles.............- .. Verse/Chorus LIV V (D 


“Hold My Hand” Hootie & The Blowfish.......:.:ssssssssseessesseen Chorus LIV V (B 
“Good Lovin” The Rascals.........ssssss .. Verse/Chorus LIV V IV (D, 
Do aw Blecriclicht Orchester Verse/Chorus I VIV (D, 
“The First Cut Is the Deepest” Sheryl Crow...........0:+ Verse/Chorus IV IV (D, 
“| Could Never Take the Place of Your Man” Prince................ Verse IV IV (GC, 
“Never Let You Go” Third Eye Blind....sssssssesesssseeseene Verse/Chorus IW IV (E, 
“Baba O'Riley” The Who........:.s:+0: Verse IVIV (F) 
“Yellow Ledbetter’ Pearl Jarn......c..sssssssssssssssssssssssssssssserssseserssssns seers Verse IV IV (E, 
“Crimson and Clover’ Tommy James & The Shondells..........0:::+ Verse IV IV (B, 
pearm to) lymboojkichters eens ee ee eee Verse IV IV (B, 
“Bad Moon Rising” Creedence Clearwater Revival.......::sssssssee Verse IV IV (D 
“Helpless” Crosby, Stills, Nash & Young... .. Chorus I V IV (D, 
“All the Small Things” Blink 182..........-scsssssssscscessesceceecetenseseeeee Verse IVIVV (C 
“Take the Money and Run” Steve Miller Band..............+ Verse/Chorus V IVI (G, 
eeliZINavidad@ lose Helicase saeeae ear eee en een nnn Verse IVVI(D) 
Songs With ii iii vi (String 5) 


“Beast of Burden’ The Rolling Stomes....ssssssssscssssesssseeesesssseeee Verse IV vi IV (E) 
“Blessed Be Your Name” Matt Redman.......cssssssssesnes Whole Song! IV vi IV (B) 
“Jessie's Girl” Rick Springfield.........ccsscsssceessssecesesseeeeeesseseee Verse IV vi, IVVI(D) 
“You Might Think’ The Cats... Chorus LIV V vi, IIVVI(D) 
“Under the Bridge” Red Hot Chili Peppers....sssssssssssseese Verse LV vi iti IV (E) 
“Unchained Melody” The Righteous Brothers.......ssssssssses Chorus I vi IV V (C) 
STRLIAOUING | SUC eID ior een ee eenens eee ee Verse vi VV (D) 


“Show Me Your Glory” Third Day......sscsssssssesssseesesseeess Chorus Ivi VV (D) 
“How Great is Our God” Chris Tomlin. .... Chorus I vi IV V (Db) 
Dyer Makehalicd Zeppelin eee 

WOR GinCeSiacpinl actor 
“Californication” Red Hot Chili Peppers. 

“Have You Ever Seen the Rain’ CCR.u....:ccccccccscssssssscsceeeeees Chorus IVV IV vi (C) 
“Feliz Navidad?” Jose Feliciano....ssssssssssssssssssssssssssssssssnsnssssseeseessees Chorus IV VI vi (D) 
“Faith” George Michael. Chorus IV LIV LIV Lvi ti V(B 
“Made To Worship” Chris Tomlin......cccccsssscsssensesecesseneceeees Chorus LIV ii V (C) 
“Everlasting God” Lincoln Brewster.....s.:sssssssesssesssseeesseneeeees Chorus LIV vi IV (B) 
“Friend of God” Israel Houghtom.....ccccsssssssscessseseesssnseeseersseneees Chorus I vi ii I (D) 
“Horse with No Name” Ametica.....ccsssssssesrssessmnsssees Whole Song! ii iii (D) 
“Losing My Religion” R.E.M........ Verse vi iti (C) 
Ss Eoies FoUleialibe Kinocnccn =n Whole Song! V Iii I (D) 
“Don’t Fear the Reaper” Blue Oyster Cult......csscsssssssseeessseees Verse vi V VV (C) 
“Otherside” Red Hot Chili Peppers. 

“Maggie May’ Rod Stewart....-csssssessssssseessenee 

sean Oni Mes Bilithcrsss === manne 

“The Thrill ls Gone” B.B. King......sssccssssssseccsssececssesseeeeees Verse vi ii vi VI iti vi (D) 
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Combining Positions 


The diagrams below show how the two patterns you 
learned can be combined. ‘The two patterns are really 
just an extension of one another. It’s very common to 
play chord progressions spread across two positions. 


Key of E 


Key of F 


Key of A 


Key of B 


The Open Position 


How can you understand the sequence of chords in the 
open position, you ask? You can play through some keys 
in the open position and use the barre chord pattern to 


help you. 


Play the chord pattern for any common key. Go through 
and analyze the numbers to determine the actual notes 
(roots). Now play through these same chords in the 
open position. With some chords you'll be able to play 
them as open forms while the others should be played 
as either “E form” or “A form” barre chords as close to 
the open position as possible. Once you work it out, 
play through the chords in this new position forward 
and backward until you’ve memorized everything. Don't 
forget to call out the chords by number. 


Some keys work better than others in the open position. 
C and G work really well because you can play most 
of the chords with common open forms. In the open 
position you lose the benefits that the barre chord 
pattern gives you in terms of a neat and easy-to-see 
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shape. With some review of common open keys and 
practice with open position songs, you can eventually 
feel as comfortable playing by number in the open 
position as you do elsewhere. 


While working in the open position, your eye can 
actually look elsewhere on the fretboard to guide you. 
Here’s how this trick works. Visualize the barre chord 
pattern while you're in the open position. For example, 
visualize the barre chord pattern starting at the third 
fret of string six. You can see that the first barre chord 
is G, right? Well, play it as an open G instead. Visualize 
the second barre chord in the pattern. Your eye is 
visualizing a minor barre chord at the fifth fret of string 
six, your brain realizes that the actual chord is Am and 
your hands play an open Am in place of the barre chord. 
If you know the notes on strings six and five like you 
should, then you should be able to continue and finish 
the key. Once you have the hang of it try doing the same 
with other keys. 


Key Changes 


As I mentioned before, don't expect all songs to stay in 
one key. It’s very common for songs to jump keys, even 
several times. Sometimes this can easily be seen as the 
chord pattern will simply shift up or down a position. 
Other times you may find just one out-of-place chord 
and not know where it comes from exactly. 


Regardless of how a song changes keys, you can always 
break it down into the chord patterns you now know. 
Just think of playing key changes as stringing two songs, 
or two chord patterns, together (or three, or four, or 
however many key changes occur). 


With all this said, you might want to stay away from 
complex songs for a while and give yourself plenty of 
time to master single-key progressions. 


Minor Chord Progressions 


What about minor chord progressions, you ask? Do 
they require different patterns based on minor scales? 
Nope. A chord progression can revolve around any scale 
degree. To play in a minor key, simply play changes that 
pull to and resolve on any one of the minor chords in 
the pattern. Many of the song references listed in this 
chapter do not start on the I chord. In fact, some don’t 
even have a 1 chord! This concept is the basis for modes 


which will be explained in Chapter 8. 


Renumbering the Chord Pattern 


Any chord in the pattern can function as the root. Some 
players will always call the root chord “one” regardless 
of which scale degree it actually is. Once “one” is 
established, everything gets renumbered from there. 
Reworking everything like this can be confusing and can 
make keeping track of keys a real burden. Fortunately, 
you don’t have to do it. You can keep the numbers and 
chord pattern the same regardless of which chord a song 
revolves around. 


Conclusion 


Now you know how to stack the notes of the major scale 
to make chords. In doing so, you learned that every key 
consists of six commonly used chords. You can easily 
access the chords in any key by using the numbered 
patterns. The song examples listed in this section not 
only demonstrate exactly how these patterns are used 
to create chord progressions, but also provide plenty of 
ideas on how to compose chord progressions yourself. 
The language of numbers should no longer be a mystery 
to you. Who knows, someday you may find yourself on 
a bandstand receiving numerical queues from a band 
leader who called you to fill in on short notice. 


Chord Progression DVD 


For video demonstrations of building chords, mapping 
out patterns, and playing popular songs see my DVD 
entitled Guitar Chord Progressions and Playing by Numbers. 
More details, a free preview, and ordering information is 


available at my web site: http://Guitar-Music-Theory.com 


Talk to Me 


Have any questions or comments about this chapter? 
Are there other song references that you think make 
good examples? I want to hear from you! Contact me 


through my web site: http://Guitar-Music-Theory.com 


About This Chapter 


Now that you've learned about scales, chords and keys, 
it’s time to talk about how all these building blocks fit 
together. In this section you'll learn how to determine 
instantly the root and key of a song and immediately 
find the right scales to play. This information will help 
you better understand the music you play and take 
some of the guesswork out of figuring out songs. Once 
you complete this section you'll be more prepared to 
compose and improvise your own music. 


Topics Covered 


1. Applying the pentatonic scale 

2. Identifying the root chord 

3. Outlining a chord progression 

4. Playing the blues 

5. Applying the major scale 

6. Determining the key 

7. Combining pentatonic and major scales 


8. Root/key dilemma 
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Chapter 7 


Roots, Keys, and Applying Scales 


Applying the Pentatonic Scale 


The general rule with the pentatonic scale is that the 
root chord in a progression determines it. The root 
chord is the tonal center of a progression. It’s frequently 
where a progression begins and ends (resolves) but not 
always. Use your ear to figure out which chord sounds 
like home base. Sometimes a player needs to experiment 
to determine which chord functions best as the root. 


If the root chord in a progression is major, then play 
that very same major pentatonic scale over the whole 
progression. If the root chord in a progression is minor, 
then play that very same minor pentatonic scale over the 
whole progression. 


Major Pentatonic Scale 


For example, let’s you want to jam on a tune, the chords 
are E, B and A,and E sounds like the root (as in “Yellow 
Ledbetter” by Pearl Jam). Play the E major pentatonic 


scale over the entire progression. 


Remember that the major root in the pentatonic scale 
is the second note of pattern one. In order to play the E 
major pentatonic scale, the second note in pattern one 
must be an E. Most people finger the second note with 
their pinky or ring finger. Put your pinky or ring finger 
on E at the twelfth fret of string six and play pentatonic 
scale pattern one in that position. If you do this correctly, 
then your index finger will start the scale at fret nine. 
Visualize the “G form” E major chord that accompanies 
pentatonic pattern one to reinforce your understanding 
of this major application. 
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Get Connected 


Once you've found the correct starting position you 
can connect and play in all five patterns around the 
fretboard if you choose. Use the scale in any way you 
can imagine. Playing forward, backward, skipping 
notes, repeating notes, and combining notes are a few 
techniques to experiment with along with using bends, 
slides, hammer-ons and pull-offs. Also, try adding in 
some chromatic tones a la the “blues scale.” 


Improvising and Composing 


‘The way that all guitar players learn how to improvise and 
compose with scales is by learning lots of songs and then 
experimenting with new arrangements for the melodies, 
riffs and solos. This is done by simply changing the 
order of the licks and phrases. Once you get the hang of 
this process you can take parts from one song and then 
replay them over an entirely different song. Usually this 
involves transposing the part to a different key (moving 
the part to a new position). Sometimes you have to work 
it out in a different pattern. Also, the rhythm may have 
to be adjusted in order for the part to fit. Through this 
process you'll develop your own style and maybe even 
come up with something completely new. Try it! 


Power Chords 


Sometimes you can get thrown off in terms of a chord’s 
major/minor quality when a song uses power chords. If 
this happens you may have to try playing both a major 
and minor pentatonic scale over the tune and listen to 
what sounds like a fit. 


Songs with E Major 


‘The songs listed in the next column consist of slightly 
different chords but E major is the root chord in all 
(there are of course a ton more songs based on E, but 
this will help you get started). Use these songs to practice 
jamming with the E major pentatonic scale. Some have 
pentatonic scale parts worth learning and examining. 


This application of the pentatonic scale holds true for 
any major chord. If the root chord in a progression is 
A major, then play the A major pentatonic scale over 
it. If the root chord in a progression is B major, then 
play the B major pentatonic scale, etc. Remember that 
the major root is always the second note of pentatonic 
pattern one. 


Songs with E Major Root 


“Never Let You Go” Third Eye Blind........ccscsssssssessssssseseeseseeee includes a pent. riff 
“Beast of Burden” The Rollingistonestrasann ements includes a pent. solo 
“Yellow Ledbetter” Pearl Jar.....cccsccscsssssssssssssssssssssssssssssssenees includes a pent. solo 


mV Nallcoflifeibire Straitsmee mene eer mr eenteenee includes a pent. melody 
INO] Kala inc! \ clone 
“| Love Rock‘N Roll” Joan Jett & The Blackhearts..........includes a partial pent. solo 
“Hit Me With Your Best Shot” Pat Benatar.............06 includes a partial pent. solo 
“Blue Sky” The Allman Brothers Band........includes a pent. intro and partial pent. solo 
eSalnteniats Sublime ere nent eee includes a pent. solo with chromatic tones 
“Under the Bridge” RedinouChililhep parsmmnmes steams ants tat verse only 
“What | Like About You” The Romantics..esssscssssssssssessssesusessnsssnsssunsssusssusssissssassee 
“T Wanna Be Sedated” The Ramones...essssssssessessesstsnastaseisstnettnssesinttstnstee 
SA\Ghange!*Sheryl\ Crow. aera eaten ana arial a Retr O mecca eos 
SP) rearnsSiilne Cranbemiesmen ee ete ee een ete eee ieee 


... includes a partial pent. solo 


Minor Pentatonic Scale 


Now let’s examine how to approach a song with a minor 
chord functioning as the root. If a song consists of Am, 
G and F but the Am sounds like the tonal center (as 
in the solo section to “Stairway to Heaven” by Led 
Zeppelin) play the A minor pentatonic scale over the 
entire progression. If another song uses slightly different 
chords but an Am still sounds like the root, then once 
again use the Am pentatonic scale. 


The minor root in the pentatonic scale is always the 
first note of pattern one. In the above example, in order 
to play the A minor pentatonic scale the first note in 
pattern one must be an A. Put your index finger on A 
at the fifth fret of string six and play pentatonic pattern 
one in this position. Visualize the A minor barre chord 
(“Em form”) that accompanies pentatonic pattern one to 
reinforce your understanding of this minor application. 
As always, you can connect to any pattern you wish. 


Songs with A Minor 
The following songs each consist of slightly different 


chords but A minor is the root chord in all (there are 
of course a ton more songs based on Am, but this 
will help you get started). Use these songs to practice 
jamming with the A minor pentatonic scale. Some have 
pentatonic scale parts worth learning and examining. 


Songs with A Minor Root 


SOO tims antinaleatunco Robs bonis eet renner 
“Moondance” Van Morrison...........0++-+. 


SFlousetofthe Rising) SU Ue \tcinialsienmeees te settee tienen 


“Cold Shot” Stevie Ray Vaughan & Double Trouble... Includes Pent. Solo 
pI WEEZE leas Phish perce eee Senay Rees fe ro tame) ee ae Includes Pent. Riff 
“In 2 Deep” Kenny Wayne Shepherd........sssssssscssssseseseessenseseeeees Includes Pent. Riff 
sil larial arias Gan tances eer creer enero Includes Pent. Solo/Riff 
iBreakdowmiulon betty nen mr nmnnnen nnn Includes Pent. Solo/Riff 
“Oye Gomo\Vatisantn4 nee Includes Partial Pent. Solo/Riff 
“Stairway to Heaven” Led Zeppelitn......cscsscscesessssseseeee Includes Pent. Solo &8 Riff 


The last set of examples use an A minor chord but this 
application of the pentatonic scale holds true for any 
minor chord. If the root chord in a progression is B 
minor, then play the B minor pentatonic scale over it. If 
the root chord in a progression is C minor, then play the 
C minor pentatonic scale, etc. 


‘The pentatonic scale is easy to apply because you don’t 
have to give much thought to the other chords in a 
progression if you don't choose to. Because of this, it’s 
the most widely used scale by beginner and intermediate 
guitarists for jamming. 
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Outlining a Chord Progression 


Another way to apply the pentatonic scale is to play 
separate scales for each chord. In a progression that 
includes D, C, and G play the D major pentatonic scale 
over the D chord, the C major pentatonic scale over 
the C chord, and G major pentatonic scale over the G 
chord. Changing the pentatonic scale to correspond to 
each chord in a progression is a way of outlining the 
progression. This approach can create a sense of what 
the changes are even if there’s no accompaniment. 


If you want to truely understand the benefits of outlining, 
play through a pentatonic scale (for example G major) 
unaccompanied. Without accompaniment, there is no 
indication of what the changes are when you play only 
one scale. If you imagine a chord progression and change 
the pentatonic scale to correspond to each chord, then 
each scale will give an impression of what each chord is. 
For this reason, changing pentatonic scales is also very 
useful, and quite common, in bass playing. 


Obviously this approach requires a lot more effort 
because you must keep track of each chord change 
and switch pentatonic scales for each one. You ought 
to be comfortable with playing many pentatonic scale 
songs before you attempt to outline a progression. It’s 
important to keep in mind that this application of the 
pentatonic scale is simply a stylistic preference that 
happens to be more complicated. It’s not always the 
better approach. 


Songs with Multiple Scales 


The following songs use this technique of changing 
pentatonic scales to correspond to each chord change. 
The Jimi Hendrix examples are rather complex and 
contain more than just pentatonic scales. 


Changing Pentatonic Scales 


ia el yAGin ie hedicm pration sees een eee Ger. Riff 
“Couldn't Stand the Weather” Stevie Ray Vaughan.............sessse Gtr. Lead Intro 
“Sweet Home Alabama” Lynyrd Skynyrd ........ Grr. & Piano Riff After First Verse 
“Money : Dita layed sos aseassccvcsssasesstascsssssssvasseuasdessscnazciusscecsteesaruighdecstass Bass Chorus 
“Selle Reta} RW srecccmmrncrenarmemarme Grr. & Bass Riff 


Bold ias\ltove tlimilblendrixuese vests oes emer nee ee ner ee 
ma Gasces| Made lotjsanclaa)inai ilemc tixaeses rae sees enrenennanan ene nenennean 
mlbitcle VV ing gifinnililendtixscceete cence tener acer ween atearr terme vere aterae 
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What about the Blues? 


Guitar players who have experience playing blues and 
blues-based rock music usually get a little confused 
about these pentatonic scale applications. This is because 
it’s quite common for a blues song to have a major chord 
functioning as the root yet a minor pentatonic scale is 
played over it. For example, “Give Me One Reason” by 
Tracy Chapman has an Fe major chord functioning as 
the root yet the guitar solo utilizes mainly the EF? minor 
pentatonic scale. 


When you play minor over major you can expect to hear 
a little tension or dissonance. This characteristic has 
come to be known as part of the “blues” sound. 


Another good example of this blues application is the 
opening to “Couldn't Stand the Weather” by Stevie Ray 
Vaughan (guitar tuned to Eb). The chord changes are 
Bm, A’, G’. Stevie treated each chord as a key change 
by switching pentatonic scales to correspond to each 
chord. He plays B minor pentatonic over the Bm chord 
as youd expect. But then he plays A minor pentatonic 
over the A’ chord which is based on a major triad. He 
does the same thing over G’. 


You can expect to hear this “minor-over-major” concept a 
lot in blues and rock music. Just in case you're wondering, 
it doesn’t work the other way around (playing a major 
pentatonic scale over a minor chord). 


The Big Blues Problem 


The blues gave birth to rock ‘n roll, which has evolved 
and branched out into countless genres that utilize blues 
techniques. Unfortunately, this has led to a big problem 
among guitar players. Many young players are introduced 
to the blues approach before they learn anything else. 
They become so accustomed to playing only the minor 
pentatonic scale, over both minor and major chords, that 
they assume it’s the end all and be all of scales. In short, 


they treat everything like a blues song. 


‘The blues approach will usually sound appropriate when 
used with a blues or blues-based rock song. With other 
styles, its usefulness is secondary. Furthermore, blues 
music doesn't have to always break the rules. It can, and 
frequently does, make good use of the major pentatonic 
scale along with the minor. Accomplished guitar players 
realize this and familiarize themselves with all of the 
pentatonic scale applications in order to develop a more 
versatile style. 


Blues Songs 


The songs in the next column use the minor pentatonic 
scale along with major-based (chords with major thirds) 
roots. Some solos combine both the major and minor 
pentatonic scale. 


The “Blues” Approach 


“Couldn't Stand the Weather” Stevie Ray Vaughan... Intro Gtr. Solo 
“Hey Joe” al Fivettl & (erotol en gaerrneyeresmerertae ter carer car eccrine gaecerna nce Grr. Solo 
“Blue on Black” Kenny Wayne Shepherd........ccsssssssssssssessuseessssseseeeeseessien Gu: Solo 
“Give Me One Reason’ Tracy Chapman......ssssssssssessssuesssnssssseeeesessseens Gtr. Solo 
“You Shook Me All Night Long’ AC/DC......ccssssssssssssssssusssssessnienes Grr. Solo 
se Flayalinata rumikyalyiUs (cea vVild © bern yseecsete senescent sts Grr. Solo 
SAI WOIRTIMGeS a: Spint Doctorate renee ene em err ne nnn ne Grr. Solo 
Johnny BXGoode ss ChuclaBeny meester nee enn Grr. Solo 
ENN inate! KGoteeSublitnie secrete rete re trast eer cer trrencdce eemreorren ceveneriene Gur Solo 
“Keep Your Hands to Yourself” Georgia Satellites......sssssssssssssrsssseien Grr. Solo 
“Pim Tore Down” Eric Clapton......scccssssssussesssssesseee ...Ger Solo 


“Red House” Jimi Hendrix..... 


“Let’s Go Crazy” Princesses ... Gtr. Solo 
aay OwniSallly ae ric © Lipton eee eee eee te eeener eee Grr. Solo 
“Louie, Louie” The Iii SSIe Dara nsewate rate wate ener tania tate water sass Gtr. Solo 
“Pride and Joy” RS MReaTaTesLRny WE OFS crore accra rccoae ER Rhy. Gtr. & Solos 
“Hair of the Dog’ Nazareth ee etcrener eremecearte eeaearcee Intro Gtr./Bass Riff 
“Hard to Handle” The Black Crowes .......:csscsssssssusssessensensnsees Intro Gtr/Bass Riff 
“Killing in the Name” Rage Against the Machine........sssssssssssseen Gtr/Bass Riff 
PLOWHIGER) Ware eee ran ence atti ne nasal nena ewe Bass 
OAVANAT Fe UML eS Ute 02 rccremes cerca cactem ceca EEE Recorder Solo 


Other Pentatonic Uses 


There’s one more thing about applying the pentatonic 
scale you should take into consideration. The pentatonic 
scale isn’t a scale unique to only guitar and bass players. 
All instruments utilize the pentatonic scale including 
voices. Many of the songs referenced in this section 
have pentatonic scale vocal melodies, keyboard parts, 
horn parts and more. 


The purpose of learning how to apply the pentatonic 
scale, or any scale for that matter, isn't solely for playing 
guitar riffs and solos. You can use a guitar to compose 
parts for any instrument. In addition, vocal melodies 
and harmonies can be worked out and arranged on your 
guitar if you know your scales. 
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Applying the Major Scale 


When applying the major scale you must take into consideration every chord you intend to play it over. When all chords 
fit into the same key, then you can play that very same major scale over the entire progression. “Key” refers to the parent 
major scale from which all chords in a progression are built. 


Example | 


For example, E, B and A (as in “Yellow Ledbetter” by Pearl Jam) all fit into the E major scale chord pattern. Because of 
this you can play the E major scale over the entire progression. 


How are you supposed to know what key a chord progression fits into? Match shapes! If you play a progression on 
the fretboard using common barre chords, and if you memorized and practiced the major scale chord pattern like you 
should have, then it’ll only take you a moment to figure out which key a group of chords fit into together. 


The diagrams below illustrate how E, B and A together fit into the E major chord pattern. Can you see that these 
chords are I, V and IV in the key of E? The E major scale chord pattern is the only key that includes a// three of these 
chords together. \hat’s why the E major scale is the correct scale to use over the entire progression. The progression is the 
E major scale. 


E, B andA (all major chords as in “Yellow Ledbetter”’) 


mf [ {| ~ fT fT f f tf ft fT tt tl 
mT fo 
re oe 


Here’s one way you can combine both the pentatonic and major scales for the “Yellow Ledbetter” example. 


E major pentatonic scale/E major scale (“Yellow Ledbetter”) 


E mgr scale pattern 5, E major pentatonic pattern | 


If you're completely confused at this point, then you need to go back and review the 
completely memorize the pattern and practice playing it in different keys. Remember 
that it’s possibly the most important pattern in music! 
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Example 2 


Unlike the pentatonic scale, the major scale doesn’t follow the root chord. If the root chord was always I, then there 
wouldn't be a problem but any chord in a major key can function as the root. 


For example, “What I Like About You” by The Romantics consists of the chords E, A and D and E functions as the root. 
If you play these three chords on the fretboard as common barre chords it shouldn't take you long to see that they all fit 
together into the A major scale chord pattern, in which case they are V, I and IV. The correct major scale to play over 
“What I Like About You” is the A major scale. The root chord in this example isn't I it’s V. Check out these diagrams. 


E,A and D (all major chords as in “What | Like About You”) 


a 


V, | and IV (key of A) 


6 
CY 
Tet Tel rel tel TT rie 


You can play both the A major scale and E major pentatonic scale over “What I Like About You”. A major scale because 
that’s the key, and E major pentatonic scale because that’s the root. Both scales can be combined and mixed. Below you 
can see one way to do this. 


E major pentatonic scale/A major scale (“What | Like About You”) 


A mqor scale pattern 3, E major pentatonic pattern | 


“Yellow Ledbetter” and “What I Like About You” share the same root but are actually in two different keys. This has no 
effect on the way you apply the pentatonic scale but it makes all the difference with the way you must apply the major 
scale. 


If you compare the pentatonic scales and major scales from the last two examples, then you'll see that all the pentatonic 
scale notes are found in both major scales. The pentatonic scale is actually a simplified major scale. Nonetheless, 
guitar players still think of it and its patterns differently and categorize its sound differently. It also must be applied 
differently. 


One more thing concerning “What I Like About You.” This song can be treated like a blues by playing the E minor 
pentatonic scale instead of the major. Sounds good to me. Try it! 
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Example 3 

Now let’s deal with the example of “Stairway to Heaven” by Led Zeppelin. The solo section consists of the chords Am, 
G and F If you play these three chords on the fretboard using common barre chords it’s easy to see that they can only 
fit together into the C major scale chord pattern, in which they are vi, IV and V. You should play the C major scale over 
this. Since the A minor chord is functioning as the root in this example, you can also use the A minor pentatonic scale. 
You can also combine the scales. Look below for one way to do this. 


Am, G, and F (as in “Stairway to Heaven’’) 


C major scale pattern 5,A minor pentatonic pattern! 


In the above C major scale example there’s no C chord in the progression. With any given key, any chord can function 
as the root and any chords can be used or not used. 
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Example 4 


Another song, “Oye Como Va” by Santana consists of the chords A minor and D. If you play these two chords on 
the fretboard using common barre chords it’s easy to see that they can only fit together into the G major scale chord 
pattern, in which they are ii and V. You can play the G major scale over this progression and since the A minor chord is 
functioning as the root, you can also use the A minor pentatonic scale. You can see this illustrated below along with one 
example on how to combine the scales. 


Am, D (as in “Oye Como Va”) 


a a se Se 
YO 
oe Tee Te 


G major scale pattern 2,A minor pentatonic pattern | 


“Stairway to Heaven” and “Oye Como Va” share the same root but are actually in two different keys. This has no affect 
on the way you apply the pentatonic scale but it makes all the difference with the way you must apply the major scale. 


What happens if you play the wrong major scale? Some, or all, of the notes will sound wrong. That’s why many struggling 
guitarists give up on the major scale and resort back to strictly using the pentatonic scale. Others can’t even handle the 
two pentatonic scale tonalities and resort to playing only minor-based blues (nothing wrong with the blues). If you're 
interested in being more versatile and exploring other styles, don’t let this happen to you. Once you get accustomed to 
matching shapes, finding the appropriate scales will be a piece of cake (nothing wrong with cake either). 


Root/Key Dilemma 


There’s an ongoing dilemma in the world of music you should know. The problem lies in the fact that the root of a 
progression and the key are not always the same. This is because any chord in a key can function as the root. 


“Key” is supposed to refer to the parent major scale but a lot of people don’t realize this. “What I Like About You” is 
usually referred to as being in the key of E but it’s not. It’s in the A major scale (key of A) but because the song revolves 
around E most people consider it to be in that key. This is really a mistake but you better get used to it because it’s a 
common one. 
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Furthermore, a lot of ill-informed musicians will always consider the key to be whatever is first. For example “Sweet 
Home Alabama” by Lynyrd Skynyrd is in the G major scale (key of G) and G is functioning as the root but some people 
will tell you it’s in the key of D because that’s the very first chord. Musicians who know what they’re talking about might 
say “this song is in the key of G, G is the root, but it starts on D.” 


In the next chapter you'll learn how modes put a label on the root/key connection. Until then, the next time someone 
tells you what key a song is in you'll have to think about whether they’re referring to the parent major scale, the root, or 
the first chord in the song. Good luck! 


Review 


Let’s take a moment to review the rules of application presented in this chapter. 


I. The pentatonic scale is determined by the root chord in a progression. 
If the root chord is major, then play that very same major pentatonic scale. If the root chord is minor, then play that 
very same minor pentatonic scale. In pattern one, the first note is the minor root and the second note is the major 
root. Make sure you position the pattern correctly. 


2. Sometimes a player will change scales for each chord. 
Instead of playing one pentatonic scale over an entire progression, you can treat each chord as the root and change 
scales as you go. 


3. Blues and blues-based rock songs may break the rules. 
A common blues technique is to play the minor pentatonic scale over a song with a major root. 


4. The major scale is determined by all the chords in a progression. 
You must use the major scale chord pattern to figure out in which key all the chords fit. The major and pentatonic 
scales won't always be the same. 


5. Once you determine the appropriate pentatonic and major scales you can combine the two. 


Analyzing Songs 


Remember all the songs from the chapters on the pentatonic and major scales? If you analyze these songs you'll see that 
they follow these rules of application. Check it out! As you analyze, keep in mind that the root chord in a song may 
change at some point, a song may switch to a new key, and the rules may be broken a little bit every now and then. 


Conclusion 


Now you know how to determine the root chord in a progression, the key of a song, and the appropriate pentatonic and 
major scales to use. This information will help you understand the music you play better and take some of the guesswork 
out of figuring out a song. Additionally, you're now more prepared to compose and improvise your own music. Try it! 


Talk to Me 


Have any questions or comments about this chapter? Are there other song references that you think make good examples? 
I want to hear from you! Contact me through my web site: http://Guitar-Music-Theory.com 
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About This Chapter 


This section will tackle the infamous topic of modes. 
You'll learn that everything is in a mode and you've 
been using modes all along. Once you grasp the concept 
of modes you'll enjoy greater clarity on the root/key 
relationship and you'll be better able to categorize all 
the possible sounds of the major scale. This information 
will help you to recognize the elements of the music 
you listen to and give you more control over your own 
compositions. Plus this chapter delves briefly into how 
modes are used in blues music. 


Topics Covered 


I. Seven possible roots of the major scale 
2. Greek mode names 

3. Sound characteristics 

4. Practicing 

5. Key Changes 


6. Modes and the blues 


Modes 


If you understand the construction of the major scale 
chord pattern, then you already understand modes to 
some degree. Any note, or chord, in a key can function 
as the root. There are seven notes in a major scale, which 
result in seven possible roots, or “modes.” The sound of 
the scale changes depending on what functions as the 
root. It’s really that simple. Can you believe that the 
topic of modes has caused more confusion than perhaps 
any other musical concept? 


The tonal characteristics of a scale can be different 
depending on which note, or chord, functions as the 
root. For example, play the G major scale over a G major 
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Chapter 8 
Modes 


chord. You'll need a recording device, keyboard or friend 
to do this because it won't work unless you hear the scale 
and chord combined! Notice how the scale sounds very 
happy as in “Joy to the World.” The Greeks called this 
sound “Jonian.” The first chord in a key always creates 
this so-called Ionian mode. It makes no difference how 
you phrase the scale or on which note you start as long 
as you're playing over the I chord. 


Now play the very same G major scale over the ii chord 
A minor. The scale now has a jazzy minor quality to 
it as in “Moondance” by Van Morrison. The Greeks 
called this sound “Dorian.” The second chord in any key 
always creates this so-called Dorian mode. It makes no 
difference how you phrase the scale or on which note 
you start as long as you're playing over the ii chord. 


So each chord creates its own signature sound, or mood, 
when combined with its parent major scale. “Mood” and 
“mode” sound very similar, don’t they? 


The Lucky Seven 


Every song is either in a major scale or thought of in 
relation to one. There are seven notes in a major scale 
and seven possible modes. Each mode has its own sound 
characteristics and Greek name. Some modes are more 
popular than others although there’s one that is never 
used. 


lonian Mode (a.k.a. Major Scale) 


The sound that’s created when the first scale degree 
functions as the root is what the Greeks referred to as 
Ionian. “Ionian mode” and “major scale” are synonymous 
and because of this most musicians almost always refer 
to it simply as “major scale.” If you want to play an Ionian 
scale, then start on the first scale degree and play until 
you reach an octave. Just as the first chord in a key is 
major, the first mode has a major tonality. Ionian mode 
generally sounds happy and is the most widely used. 
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Below is a list of songs that are either entirely in Ionian 
mode or at least include an Ionian mode section. You 
can combine this list together with most of the songs 
from Chapter 6 that start on chord I. Work them out 
and examine them. 


lonian Mode 


Meet ireinta Trainee ence cccn cen cae re re rsere risen mere cio C) 
GIRECICIBey allies Beatles en sme hes, ntenersn etteeners set camera erga C) 
Alli the} Surely fnitngss eB lira 92 eer ere eeeereererer tree never trereertrere etree tras C) 
pltikceyalRolling Stone te Bot ID yianeeseees eens en earn nnn C) 
Foollinithe Raini#ed Zeppelinee. sen artes renee eters emer C) 
sila Baise loos ntsc men a ead ieee ler eee tee ene ae C) 
“Don’t Get Me Wrong? The Pretenders....scssccssevssssecessensssesecssenssseseessenseeeee C) 
“Sweet Home Alabama’ Lynyrd Skynyrd.....cccccscccsessssssssseesesessssesssssssssceeseeee G) 
“Semi-Charmed Life” Third Eye Blind.........cscccccscssssesssssssesessescesssnsnssssssssseeseeee G) 
SRedemption! Someds Bott [atl cy.sesssaee=sseaes ts sanesennn eee anaes G) 
SNivorcen(ulifomisiitas Erie © Liptc nesses eee eennee teammate rere G) 
Saer Kiset Bestlll tiers ieee cae e ee tee ee teenie ee eee ee G) 
Oey gs Concrete! Blondes senere cn cesen rete eevee ero err cere G) 


“Talking About a Revolution” Tracy Chapman. 


“Blister in the Sun” Violent Femmes.. ...(G) 
“Closing Time” Semisonic.........0ssses ..(G) 
“Friend of the Devil!” The GrateftlDead...csccesssssssssssssssssssssssssssensessessssseorsssesees G) 
[GliffsiohDoveraEnclohncontessseente eae ee Excluding Intro (G) 
“If | Had $1,000,000” Barenaked Ladies.........sssssssssssssssssssssssssssssssssse Capo II (G) 
sG@losermtol ine ellie) ncico\Gitls een eee eens Capo II (G) 
“When | Come Around” Greenday... Tune down 1/2 Step(G) 
“Never Let You Go” Third Eye Blind.......sccccsscssssusssssssssessecesssssnssssssssseseeeeeesens E) 
‘Yellow Ledbetter Pearljamnis-s.5tc kee aaa eieia annie ‘E) 
“Hit Me With Your Best Shot” Pat Benatar........cscscsssssessccssssssssseseseeseseen ‘E) 
HlmiloosDeep i) Sin 4.1 errr sexe een cen ee rete ren eer se mere eerie E) 
Pe ore Et] oy operat 2a bate aye erg tert Sef A A Ae ee E) 
i BeastiofiBurrdentalbe!Rolline, Stoncassesn eet ements ‘E) 
alYiOWVVOrstlENehiiyaeliitesesss= seen ace nena acess E) 
“Mama I’m Coming Home” Ozzy Osboumme...esssssen Tune Down 1/2 Step (E) 
“Why Don't You Get a Job?” The Offspring.........csssssssscsssssersessessensrseeseeseee (F) 
“The Joker” Steve Miller Band........sssssssseese (EF) 
“Call Me Al’ Paul Simon..... ...(F) 
“Free Falling’ Tom Petty..... ...(F) 
gs GY Gerrit es is iaeveeeenaceeeeee nee ec seeeerec net seenear ne aceese aeeronrdensrerrmar:atoeeerreer de ‘F) 
“Angel” arab Tclachilanes snes esee es ete eee eee eee Live Version (D) 
“Maggie May” RodiStewatteatsste.v one whee eae ee Excluding Intro(D) 
“Margaritaville gijinumy Buttetescc cece cree nsce ene erence rae D) 
“Breakfast at Tiffany's” Deep Biie oometitin carmen ne rea ‘D) 
STUB Mai pings @ thambvayeri alee teceeereee nese ee teeeeeerteeee nee ‘D) 
“Jack and Diane” John Mellencamp. .essssscsssssssssccssensssseccssensnsssecssenssseseesmensessee (A) 
“Every Morning’ eSupar Raylene ners Tune Down 1/2 Step (A) 
“Every Breath You Take’ The Police........ssssssssssccssssssssscssensssssecssensnseseessenseseee (A) 
Sate lliteslayerN latthevysi ances teeennann arn enter een eee (Ab) 


Almost all the songs listed in Chapter 6 that start on chord | are lonian mode. Use those 
songs together with this list. 


Dorian Mode 


The sound that’s created when the second scale degree 
functions as the root is what the Greeks referred to as 
Dorian. There are no other agreed upon names for this 
mode. Just as the second chord in a key is minor, the 
second mode has a minor tonality (and is considered a 
type of minor scale). Dorian mode is fairly common and 
characterized by sounding dark and jazzy. 


If you want to play a Dorian scale, then start on the 
second scale degree and play until you reach an octave. 
With the modal concept however, it doesn’t make a 
difference on which note you start because modes are 
determined by roots, not starting positions. For example, 
“Wonderful Tonight” by Eric Clapton is in the key of G 
and G functions as the root creating the sound known 
as Ionian mode. If you play over this song using the G 
major scale starting on the second scale degree, then 
youre still playing Ionian mode because the first note is 
still functioning as the root. It makes no difference how 
you phrase the scale. This is true for all modes. 


The songs in the next list are either entirely in Dorian 
mode or at least include a Dorian mode section. 
Everything is indicated first by root, then by mode, and 
finally by the parent major scale which is in parenthesis. 
For example “Oye Como Va’ by Santana is in A Dorian 
(G) meaning that A is the root and it’s the second (ii) 
scale degree in the parent major scale (the parent major 
scale must be G, get it?). 


Modes Are Not Patterns 


One of the most misrepresented ideas among guitar 
players is that modes are scale patterns. Many scale books 
will illustrate a major scale pattern followed by a Dorian 
pattern, Phrygian, Lydian, etc. This is very misleading. In 
reality there are only major scale patterns which are all 
just pieces of a bigger unit. Breaking up the major scale 
template into different patterns or moving from one 
pattern to another doesn’t create a new scale or mode 
because the votes are still the same! The modal concept 
simply refers to which major scale degree is functioning 
as the root, and the unique sound characteristics this 
tonal center creates. 


Remember that many musicians have their own 
convoluted way of thinking of things and as a result 
may not always refer to modes correctly. If you run 
into communication problems with someone, then 
recommend this book! 


Dorian Mode 


BIMIOONGANCe mV anl Viorricons == santa ne nen A Dorian (G) 
“Fly Like an Eagle” Steve Miller Band.......ccscssseunssseutuneneneunene A Dorian (G) 
SBRIGKNOUSE msl he Commodores eae te nanan tenn annnnaE .A Dorian (G) 
pile Frealcsi@hic weer cceuen arn enn arn oree Bree ar mera .A Dorian (G) 
“@ye: Gono Vas Santana tenner cemctarnteanmi easter ee A Dorian (G) 
EVV HON VilllSaVeNOUrgSOUl al cyyel aan ennnnnnnE A Dorian (G) 
elichtlMy,rineiglhelDoormee serena Solo Section, A Dorian (G) 
“Walking on the Sun” Smash Mouth............... Tune Down 1/2 Step, A Dorian (G) 
sGreasesiErankic\Valliwuasnerncecmneene unum. cuuprn er nranru hee, B Dorian (A) 
5 Gols Appalatuisisehishims enn es meen ee reno nnrne eer B Dorian (A) 
Stayin Alive sole: Bee\ Goes 1 mec emy men tu: Me mere or F Dorian (E>) 
“Another Brick in the Wall (Part Il)” Pink Floyd.........se:sssssee D Dorian (C) 
“Your Body is aWonderland” John Mayer............:0 Bridge/Solo D Dorian (C) 
BEVIN Nays uaSantancierrn rence tree terenn omar Peer renee G Dorian (F) 
“Horse with No Name” America......scsssssssssssssssssssssssssssssssssssssssssssss E Dorian (D) 
sSpookyaedantalkbythinl Sections estan atetnanentnn ts E Dorian (D) 


“Godzilla” Blue Oyster Cult.... ..F# Dorian (E) 
ial VV iShhaeStevie\ \Voncler sete een nen nena E> Dorian (D>) 


Below is an example of how you might view the 
fretboard in Dorian mode. The parent major scale is 
G, but everything is revolving around the second scale 
degree A which is chord ii. All the dots represent the 
G major scale notes. The black and gray dots represent 
the notes of some common A minor chord shapes. The 
black dots are the root A specifically in those shapes 
(which you can emphasize in order to tie the scale to the 
mode). Use these illustrations while playing along with 
any of the A Dorian mode songs listed above. 


(G major scale pattern |) 


' O-2 QO 
4 i) O 
I © OSU) 
F © OF 
- OOO 
OFO FO 
(G major scale pattern 2) 
CO 
H OHO 
i on O 
Fi © a © ee 
| | C} 
SFO 
(G major scale pattern 3) 


(G major scale pattern 4) 


r Je) All three circles represent major scale notes. 


@oO The black and gray circles represent the modal chord. 


( } The black circles represent the modal root. 


(G major scale pattern 5) 
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Phrygian Mode 


The sound that’s created when the third scale degree 
functions as the root is what the Greeks referred to as 
Phrygian. There are no other agreed upon names for 
Phrygian mode. If you want to play a Phrygian scale, 
then start on the third scale degree and play until 
you reach an octave. Just as the third chord in a key 
is minor, the third mode has a minor tonality (and is 
considered a type of minor scale). Phrygian mode, 
which isn't commonly used, is usually recognized by its 
Spanish sounding flavor. Interestingly though, Spanish 
music is more likely to use other modes. The only good 
example that comes to mind is “Wherever I My Roam” 
by Metallica. 


Below is an example of how you might view the 
fretboard in Phrygian mode. In this diagram the parent 
major scale is G but everything is revolving around the 
third scale degree B (iii). This template can be shifted to 
produce Phrygian mode in other keys. 


(G major scale pattern |) 


7 ©) O 
I O 
I O O 
OO O 
(G major scale pattern 2) 
I O J 
I O O-O 
I 2 2 ©. O) 
i O=0 === 
F O==O 
OO FO-0 
(G major scale pattern 3) 
i O OQ 
O O 
I O) 
F O--8-O 
F 8-0) 
OSU 
(G major scale pattern 4) 
( Te) All three circles represent major scale notes. 
@Oo The black and gray circles represent the modal chord. 


a) The black circles represent the modal root. 


(G major scale pattern 5) 
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Lydian Mode 


The sound that’s created when the fourth scale degree 
functions as the root is what the Greeks referred to 
as Lydian. There are no other agreed upon names for 
Lydian mode. If you want to play a Lydian scale, then 
start on the fourth scale degree and play until you reach 
an octave. Just as the fourth chord in a key is major, the 
fourth mode has a major tonality. Lydian mode generally 
sounds unresolved and creates a feeling of anticipation. 
It’s commonly used in film sound tracks but rarely used 
in popular music. 


Below is an example of how you might view the fretboard 
in Lydian mode. In this diagram the parent major scale 
is G but everything is revolving around the fourth scale 
degree C (IV). This template can be shifted to produce 
Lydian mode in other keys. In the next column is a list 
of songs that are either entirely in Lydian mode or at 
least include a Lydian mode section. 


(G major scale pattern |) 


: O @ 
I O 
I O O 
OO O 
(G major scale pattern 2) 
©) O 
' CHO 
r O O 
Fi O-—O 
i o—- 
OOo 
(G major scale pattern 3) 


(G major scale pattern 4) 


r Te) All three circles represent major scale notes. 


eo The black and gray circles represent the modal chord. 


oO The black circles represent the modal root. 


(G major scale pattern 5) 


Lydian Mode 


RETEEW ills Reiter et eee eae rane rem me F Lydian (C) 
hea S wai lectyvooc\iaceee a eaenen nena anne F’ Lydian (C) 
“Just Remember | Love You” Firefall.......scscssssccssessssssscsuenssseseeseenees F Lydian (C) 
ei ae :SalySilJane’s A dci ction sesesrnener eee ee ne eee nena G Lydian (D) 


“Hey Jealousy” Gin Blossoms. 


“Landslide” Fleetwood Mac...... .... C Lydian (G) 
“Man On the Moon” R-EM........ .... C Lydian (G) 
“"rleie CGemnes Myla Wein Rai fe cence A Lydian (E) 
Sele: Sin PSOMSie ler cito eee see eee re Starts in C Lydian (G) 
ba Manica esr Side \Stony sae eae sae ae ae en ane E> Lydian (BP) 
elie Jetsons ellherne toxseensece een actrees Starts in E Lydian (B) 


Mixolydian Mode (a.k.a. Dominant Scale) 


The sound that’s created when the fifth scale degree 
functions as the root is what the Greeks referred to as 
Mixolydian. This mode is also known as the “dominant 
scale.” If you want to play a Mixolydian scale, then start 
on the fifth scale degree and play until you reach an 
octave. Just as the fifth chord in a key is major, the fifth 
mode has a major tonality. Mixolydian mode is very 
common and often associated with hippie rock, blues 
and other jam-oriented styles. 


The next page includes an example of how you might 
view the fretboard in Mixolydian mode. In this diagram 
the parent major scale is G but everything is revolving 
around the fifth scale degree D (V). This template 
can be shifted to produce Mixolydian mode in other 
keys. Following the diagrams is a list of songs that are 
either entirely in Mixolydian mode or at least include a 
Mixolydian mode section. 


(G major scale pattern |) 


I ©) O 
I © 
I OO 
OF=O © 
G major scale pattern 2 
; ers (G maj P: ) 
I © © 
1 5 
| | C) 
O=O 
G major scale pattern 3 
j P: ) Ss 
I © © 
i © 
Fi =O=0 
F O80 
O-O— 


(G major scale pattern 4) 


(G major scale pattern 5) 


Mixolydian Mode 


“Third Stone from the Sun’ Jimi Hendrix......cccccccscccscscscesseeseeee E Mixolydian (A) 
“What | Like About You” The Romantics... E Mixolydian (A) 
FossummiNine@Onnied he oadiesteen esses tata E Mixolydian (A) 
SINOIRainmBlind Meloomnenetre natn ee E Mixolydian (A) 
E Mixolydian (A) 
E Mixolydian (A) 
BERG Phisheeme emer ek enema Tune Down 1/2 Step E Mixolydian (A) 
“Seven Bridges Road” The Eagles........csscvsssssscsscsssessessenseseeteen D Mixolydian (G) 
SVN hiatll Gotu Sublime: see aie een arent reer eae D Mixolydian (G) 
“Don't Tell Me” Madonna. ..D Mixolydian (G) 
a GinnamontGinli@Nelvouncssset enna mannan rr D Mixolydian (G) 
a Flagpole; sitcam larvey, Dane craecss mama smar a senrnmr nna tan D Mixolydian (G) 
“Jessica’’ The Allman Brothers Band........csscssssssscsscnsssessessenseseesees A Mixolydian (D) 
“Franklin’s Tower’ Gratefill Dead.......cccccsscsssssssssssssesteeseeessessesens A Mixolydian (D) 
“Take a Picture” Filter......... ..4 Mixolydian (D) 
eltouie) Louie Wilhe Kincsmens aes er eim menses, A Mixolydian (D) 
salequillagi lhe Chanipsesaseae seer rree enenree eeee F Mixolydian (B?) 
“Get Down Tonight” KC and The Sunshine Band..........::000 F Mixolydian (BP) 
*ALO9G' Prince whch ene bcre panes tee heen a cd Fa F Mixolydian (B?) 
“Take the Money and Run’ Steve Miller Band........s.s:sscsssesssee G Mixolydian (C) 
“China Cat Sunflower” The Grateful Dead......c.c.ccscsccssssssseee G Mixolydian (C) 
Se LOWHIGER 4s Waren tenet er enenr arr scene tren antes ere te G Mixolydian (C) 
“Cult of Personality” Living Colour. ...G Mixolydian (C) 
“Scarlet Begonias” The Grateful Dead.......ssscsssssssueessseesssnensesees B Mixolydian (E) 
“Taking Care of Business” Bachman-Turner Overdrive...........+ C Mixolydian (F) 
a@n Broadwayaellhe|Dritterem tena erm n A? Mixolydian (D>) 


VV. ROMS Vale Sublirn cone nee een e eee ee Ree Lots Of Key Changes! 
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Aeolian Mode (a.k.a. Natural Minor or 
Relative Minor) 


The sound that’s created when the sixth scale degree 
functions as the root is what the Greeks referred to as 
Aeolian. This mode is also known as the “natural minor 
scale” or “relative minor scale” as it’s the standard all 
other types of minor scales are measured against. If you 
want to play an Aeolian scale, then start on the sixth 
scale degree and play until you reach an octave. Just as 
the sixth chord in a key is minor, the sixth mode has a 
minor tonality which is often described as dark and sad. 
It’s one of the most commonly used modes, second only 
to Ionian. 


Below is an example of how you might view the fretboard 
in Aeolian mode. In this diagram the parent major scale 
is G but everything is revolving around the sixth scale 
degree E (vi). This template can be shifted to produce 
Aeolian mode in other keys. The next page includes a 
list of songs that are either entirely in Aeolian mode or 
at least include a Aeolian mode section. 


(G major scale pattern |) 


I © © 
I ©) 
I © © 
F © O=O 
- O=2 O 

OF=O © 

G major scale pattern 2 
- O O-+’ (G maj P: ) 
I © O-O 
\ O O 
F O=O © 
- O O 
© O=O 
G major scale pattern 3 
j P ) O O 
I © © 
I C) 
F O=-8-O 
F ==O=D 
O=O FO 
G major scale pattern 4) 
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Aeolian Mode 


Mania Matias Santana teeter ene erence artorer orereernne mun enraey A Aeolian (C) 
“lrorstnts Mp7 Relitatern IRIEIM | creer cern ceomtnoocccremc ioc A Aeolian (C) 
“First Tube” Phish. ©) 
“Mr. Jones” (Counting |Crowsh onc sccntasa ie ererti eens A Aeolian (C) 
wilashi Pipe Weezer sect. sarnnmmren ne maureen Mimi Ree Rea A Aeolian (C) 
SRMANMONME lect vod! 1c= = ere A Aeolian (C) 
“Stairway to Heaven” Led Zeppeliti........sssssssssesmenseseeen Grr. Solo A Aeolian (C) 
“Black Magic Woman’ Santana..... D Aeolian (F) 
eLaytal (aGOUStG) sire Cantonment entree Chorus/Solos D Aeolian (F) 
E-SCHISINi lool washes cemiren art eras emer cro mre amt oF D Aeolian (F) 


“Sultans of Swing” Dire Straits........ 
“Two Step”’ Dave Matthews Band... 
“Ariels”’ System ofa Down... 


“Sweet Dreams” Marilyn Manson. C Aeolian (E>) 
“You Give Love a Bad Name” Bon Joviee.sscscsccsssssssssssssessesevesen C Aeolian (E?) 
“Smells Like Teen Spirit?” Nirvana.......sscscsssssssssssssseseesesessesenseen F Aeolian (A?) 


CATV AGS ystem atallayri ini tien arn eam en ininnnn en oy F Aeolian (A?) 
BE laGk@sbes lan .Gtr. Solo E Aeolian (G) 
bast ResontsPana Roachie assets scree nen ane nn ateae hi: E Aeolian (G) 
“TPeatpalmvental ” Bibra ke Sill ert ccecommenresavocwnectvveneesorernesivvbvetenieeonnenrnmnntiveetéen E Aeolian (G) 
“The Thrill ls Gone” B.B. King. B Aeolian (D) 
BEAdestol Blackea letra lice aan ene B Aeolian (D) 
“Building a Mystery” Sarah McLachlan......sssssssccsscssssseesscnseseeeessene B Aeolian (D) 
eG (azyAlirainm@zz {© sboutnc ser ene enn F# Aeolian (A) 
“Buddy Holly” Weezet-arrcmccnnceteerens Tune Down 1/2 Step F# Aeolian (A) 
“AllAlong the Watchtower” Jimi Hendrix... Tune Down 1/2 Step C * Aeolian (E) 
“| Shot the Sheriff’ Bob Marley/Eric Clapton.......:scsssssssssssssssseseeee G Aeolian (B?) 
peiTINLAMIAYCUU gale) iclorsennee ren reer Pens sree ne Oe ne oe ee Gt Aeolian (B) 
“The Kids Aren't Aright”” The Offepting,.cucvsussnrsncruesruen BP Aeolian (D>) 


Locrian Mode 


The seventh mode is never used. In Chapter 6 the 
seventh chord was omitted from the major scale chord 
pattern because it’s so rare. Although the chord can be 
useful in some styles, it never functions as the root. The 
chord’s flat fifth interval creates so much tension that 
it can never sound resolved. As a result nothing is in 
Locrian mode (that I’m aware of). 


Practicing Modes 


To effectively practice modes you need to play along 
with accompaniment. This is because a mode is created 
by whichever scale-tone functions as the root and you 
need to hear the scale played over the root. You can 
accomplish this by practicing with a friend, recording 


device or CD. 


If you practice with a friend, have your friend play all 
the different chords from the major scale chord pattern 
while you play the same major scale over top. For example, 


pick any key and have your buddy strum the I chord. 
Now, you play that same major scale over the chord. 
Sounds happy doesn't it? This is lonian mode. Next, have 
your friend play some rhythm using only the ii chord 
while you continue to play the same major scale. The 
scale suddenly has a jazzy minor sound to it. Continue 
through the rest of the major scale chord pattern. Be 
sure to spend a few minutes on each chord so that you 
have time to hear its unique sound characteristics. Move 
the chord pattern around and do this same exercise in 


different keys. 


If you don’t have a friend to help you out (loser!), then 
record yourself playing the rhythm and then jam the 
scale during playback. This can be accomplished with 
computer software, a looping device or a handheld 
tape recorder. Anything will do. Or you can program 
accompaniment into a keyboard or sequencer if you 
have access to one. 


Another great way to practice playing the modes is simply 
to play along with songs on CD. Use the examples listed 
in this chapter. Find copies and play along. 


Key Changes 


Songs, and even progressions, can include key changes. 
For example, some popular composition techniques 
include switching keys from verse to chorus, switching 
keys during the bridge to break up the monotony of a 
song, and switching keys during a final climactic chorus. 
Why not throw in a key change right in the middle of a 


progression for a bar or two? 


Negotiating a melody, riff or guitar solo through key 
changes can be tough because you must switch scales 
(keys). Sometimes you barely have enough time to 
orientate yourself to a new key before it changes again. 
It’s unlikely that you'll come across many guitar solos 
built over key changes in popular music because most 
reasonable guitar players don’t like the hassle (jazz players 
on the other hand, love ever-changing environments). 
Try to avoid playing over key changes until you feel 
comfortable, and creative, with songs that stay in one 


key. 


Modes and the Blues 


Many guitar players think of blues as the minor 
pentatonic with a bunch of random notes frequently 
added. ‘This explanation is inaccurate and of little 


use. Blues music combines both the minor and major 
pentatonic (and the so-called “blues” scales) along with 
the major scale and its modes. 


You've already been introduced to the major pentatonic 
and its fundamental role in a style that’s too often 
mistaken as strictly minor. Let’s now consider how the 
major scale and modes factor into the guitarist’s favorite 


jamscape: ‘The blues. 


If a blues song has a minor chord that functions as the 
root, then it’s either in Dorian or Aeolian mode. Although 
blues players rarely think of it as such because they so- 
often limit themselves to using only pentatonic scales. If 
you compare the notes of the minor pentatonic to either 
an Aeolian or Dorian scale, then you'll realize that all the 
pentatonic notes are in both modes. So the pentatonic 
ends up being a simplified version of the parent major 
scale either way. The modal scale includes two additional 
scale degrees (the 2nd and 7th counting from the modal 
root) that offer more melodic possibilities. Two good 
examples of blues songs in Aeolian mode are “The Thrill 
Is Gone” by B.B. King and “Maria, Maria” by Santana. 


If a blues song has a major chord functioning as the 
root, then it’s probably a dominant seven chord which is 
anything with a major 3rd and a flat 7th (more on this in 
a later chapter). When dealing with plain major chords, 
as in “Give Me One Reason” by Tracy Chapman, the 
chords are still treated as if they are dominant sevens. 
In either case the correct mode is Mixolydian but there’s 
more to this story! 


Blues V Chord Key Changes 


You'll learn in Chapter 10 that the V chord is the only 
major chord in a key that has a dominant seven (b7). 
There’s only one V chord per key. Most blues songs 
revolve around what appears to be a I IV V chord 
progression but because each chord is some form of 
dominant seven, every chord in a blues progression is the V 
chord of a different key! You must switch major scales to 
correspond to each key! Yikes! 


Or you can say screw it and simply play the pentatonic 
scale (major and minor in this case) over everything. 
The pentatonic approach can still sound great and it’s 
sure a lot easier. Just remember that there are more 
options available to you and sometimes a more complex 
approach is the better choice. At least with this new 
understanding, you can begin to make sense of the blues 
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and blues-based songs, that may have previously seemed 
all over the place. 


You can see that the blues can be very simple or complex 
depending on the song and your approach. Most good 


players are aware of their options and like to mix things 


up. 


Conclusion 


This should clarify the often-misunderstood world of 
modes. Now you understand that any note, or chord, 
from the major scale can function as the root. The sound 
of the scale changes depending on which scale degree, 
or chord, youre playing it over. The Greeks used seven 
names to label and identify the seven possible sounds. 
Your new knowledge will come in handy not only when 
you're jamming, but also when you're trying to figure 
out a song on your own or attempting to work out an 
original composition that’s stuck in your head. Maybe 
youre thinking of something dark and jazzy. What 
mode could it be? 


Modes DVD 


For video demonstrations of modal sounds, chord 
progressions, and popular songs see my DVD entitled 
Guitar Modes - The Modal Scales of Popular Music. More 
details, a free preview, and ordering information is available 
at my web site: http://Guitar-Music-Theory.com 


Talk to Me 


Have any questions or comments about this chapter? 
Are there other song references that you think make 
good examples? I want to hear from you! Contact me 


through my web site: http://Guitar-Music-Theory.com 


Join the Mailing List 


If youre not already receiving messages from me about 
your purchase, then join the Fretboard Theory customer 
mailing list to receive online bonuses, updates and 
special announcements. Plus, have a direct line to me 
for personal email support. To subscribe simply send 
a blank email to desi-155856@autocontactor.com 
and then wait for a follow up message to confirm your 
subscription (be sure to check your junk/spam folder for 
this reply). 
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About This Chapter 


In this section you'll learn about the distances between 
notes, how they’re measured and what they’re called. 
You'll explore the most commonly used intervals and 
see the ways they can be arranged on the fretboard. 
There are lots of notation examples that demonstrate 
how these intervals are used. Also, you'll find plenty of 
references to popular songs. 


Topics Covered 


I. Distances between notes 
2. Music’s little ruler 

3. Commonly used intervals 
4. Inverted intervals 

5. Playing in thirds 

6. Playing in fifths 

7. Using sixths 


8. Octaves 


ees 


Chapter 9 


Intervals 


Intervals 


You can express the distance between notes in terms of 
frets, steps, or intervals. Frets is an acceptable term to 
use when dealing with other guitarists. Steps is a general 
musical term used and understood by all musicians. But 
thinking of the distance between notes as intervals is 
the most concise and universal way. This allows you to 
think of the distance as an independent unit of measure 
rather than a series of frets or steps. 


Music’s Little Ruler 


The major scale is used to measure the distance between 
notes. For example, the distance between the first and 
second notes of the major scale is two frets, one whole- 
step or a “second” interval. The distance between the 
first and third notes of the major scale is four frets, two 
whole-steps or a “third” interval. There are seven notes 
in the major scale and thus seven intervals. An eighth 
term, octave, refers to a higher or lower occurrence of 
the same note. 


The diagrams on the next page illustrate all the intervals 
derived from the major scale and how they look around 
the fretboard. This example uses the G major scale. Each 
interval is measured from G. 


118 


Intervals Derived from the Major Scale 


second (2") 


= 


LSA 


‘@ 


\ 


) 


seventh (7* 


d19 


Two-Note Voicings 


‘The term interval also applies to groups of two notes. Two-note voicings are used all the time by guitar and bass players. 
The most widely used two-note voicings are thirds, fifths and sometimes sixths. The other intervals are rarely used in 
this way. 


Fifth (a.k.a. Power Chord) 


A root and fifth create the so-called power chord that is so common in rock music. A power chord is represented by a 
number 5 following a root (i.e. A’, B>, C, etc.). This interval is easily found on the fretboard by moving over one string 
and up two frets (see diagram below). The exception is with strings three and two. If you play a root on string three, 
the fifth interval is over one string and up Aree frets. This is because the second string is tuned one fret lower than the 
others. If you only move up two frets, then the fifth interval will be one fret too low. 


Let’s take a look at what the power chord shape can look like on the fretboard. The diagrams below illustrate the two 
ways power chords are usually played. The shaded boxes isolate each shape. The first diagram illustrates the power chord 
shapes with one root and one fifth. The second diagram illustrates the power chords with an additional octave root in 
each shape. You can create shapes that include more than one occurrence of either or both notes. 


G° (power chord) 


a ey] |_| | | ind eee 
a ——E——=—ee ll 
| ies le eee 


G (with additional octave root) 


SS ee eG 
i , Erm ° 
ee ns © | mee 


.. a ——— ns 


Inverted Power Chord 


You can create an inverted power chord by placing the fifth interval in the lower position (“in the bass” as is commonly 
said). If you play a G* with the fifth D in the lower position, the inverted shape is called G°/D. A backslash always 
indicates that a note other than the root is in the lowest position (bass position). Playing inverted power chords is very 
common in rock music. Having the fifth in the lower position creates a deeper tonality. 


The diagrams on the next page illustrate the different ways you can build inverted power chords on the fretboard. An 
inverted power chord can create a shape where you have two notes on adjacent strings and in the same fret. ‘This is 
usually mistaken as a “fourth” interval because players fail to realize that the note in the lower position isn’t the root. 
If you ever come across what appears to be a root and fourth interval, then it’s probably an inverted power chord. ‘The 
famous intro to “Smoke on the Water” by Deep Purple is based on this shape. 
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Inverted Power Chord 


G?/D (inverted power chord) 


a a 
| a 
[fel fe ese Mle 


Playing the Major Scale in Fifths 


To play a major scale stacked in fifths means to play through the scale, in groups of two, with one note always a fifth 
ahead. When you do this, make sure to use only scale tones. The result is that every scale degree has a perfect fifth with 
the exception of the last, which has a flat fifth (one fret lower than a perfect fifth). This concept of playing in fifths can 
be better understood by examining the notation example below. The example on the next page notates the same concept 
with inverted fifths. 


Playing in Fifths 


Key of G 
Guitar 
Z) | == | d 
Gtr r hal o c 
4 o rc. <. oe - a oe . . o 
se i a a 
= 
B 5 F 9 40 42 44 45 47 47 45 44 42 +6 9 F 5 
3 5 7 & 46 42. +4 45 45 +4 42 46 & 7 5 3 
Bass ae a 
eo eo 
: o @ oe 
Bass ay o is . . lp o = : = 2 lp . <. 6 o | 
oe oe 


o> 
db ch 
an 
Lieb 
bs 
43 | 
noes 
Ra 
on 
| | 
Ra 
DR 
on 
+a] | 
Lieb 
ny 
deh 
rl 


Playing Inverted Fifths 
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Key of G 
Guitar ex. | 
De eo @ @ eo 
2 o o an 
cw. | oo — ee | 3 d 
o | o f o 2 4 
i 0 2 4 5 7 9 4 42. 42 4 9 7 5 4 2 6 
B 6 2 4 5 7 9 40 42. 42. 40 9 7 5 4 2 8 
Guitar ex. 2 i ¢ 
Ze: | | | —f 
4 
3 5 7 & 46 42 +4 45 45 +4 42 40 & 7 5 3 
F 3 5 F & +0 42 43 45 45 43 42 +0 & 7 5 3 
B 
Bass ex. | ¢ i 
zh @ S ial $ $ * e $ al ; o 
Bass # le - . . . wo je { 
4 
T 8 2 4 5 7 9 44 42 42 44 9 7 5 4 2 6 
k 9——_2__4_5 | 794942 ze 4997 | 5—_4—_3 9 l 
B 


Power Chord Songs 


Power chords are extremely common so you probably 
don't need a list of song examples. The songs below are 
just a few examples that use inverted power chords with 
the fifth in the bass. Some of these tunes use the shapes 
from the notation example above. 


Inverted Power Chords 


ULE AAT (CITES LM 7 [ftsail in i cconcomenccreonnmcrmcnconnmnncoeem Intro 
BG@ome © Uitand| Piayaailine Ofspincateeste sete nent een etna Intro 
Yellow bedbetteraPealifam:..senerecenatenenem ca menma nah Intro 
ssmokelonithe VVatersDeep\Purples amare reerreccne ners Intro 


“Tomorrow” Silverchair... 


“Wish You Were Here” Incubus... : 

“Photograph” NUWeoZaeaten ear mere otron anne ei roaanr eau ena Verse &§ Chorus 
“Hash Pipe” Weezer Snares Ome tener ta rir eee errr ee Chorus & Solo 
“Glycerine” Bush. 

eStellanwIncubuss eee tei are ee et eer es Intro & Verse 
Boney form NothinggsDirectraitseeeat ne nnnren nent Intro/Verse Riff 
“Band on the Run” WVingSseniene cere ce tatiner cr ieerene tee Intro Lead Gtr. 


a BetterlovethenamilackJohnsomesttcs near ee mnrmmnnnn nn tries Ger Intro 


Bass 


Bass players occasionally play power chords, although 
it’s more common for them to alternate between a root 
and fifth rather than to play them simultaneously. In the 
following examples the bass players actually use power 
chords like a guitar player would. 


Bass Power Chords 


“Bombtrack’’ Rage Against the Machine.....sssssssssssssssssssseseesnesnd* Minor Pent Riff 
“Counting Blue Cars” Dishwalla..........cccsssssssssssessssesssssssssssseeeseese Verse €F Chorus 
“What's My Age Again?” Blink 182........csscsssssscsssssscssnsssesunsssesunsssessnsttes Ending 
= Red iBarchettalsRushss.2sesccescees torres sn arate con ener Intro 
slime Pass Rishi Wie teret det sconce) ab-ccrn eee a ea ecne eveadrseer aon nS Intro 
“Red House” The Jimi Hendrix Experience.....sssssssssssssssuesessssssseesesesssiensesee Solo 
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Major Third 


A third interval is easily found on the fretboard by moving over one string and back one fret. The exception is with 
strings three and two. If you play a root on string three, the third interval is over one string in the same fret as the root. 
This is because the second string is tuned one fret lower than the others. If you move back one fret, the third interval 
will be one fret too low. Unlike the power chord, there are no other names for this interval. Additionally, you'll never 
see a note preceded by a number three to represent a third interval. Below you can see what a root and third looks like 
in different positions on the fretboard. 


G major (root & third) 


———— o_o” | {| | 


Inverted Third 


You can create an inverted third interval by placing the third, in this case B, in the lower position. The inverted shape 
is called G/B. A backslash always indicates that a note other than the root is in the lowest position. Playing inverted 
thirds happens occasionally in rock music. An inverted third can create a shape that looks like a power chord but with an 
additional fret between the two notes. If you ever come across this shape, you'll know it’s an inverted root and third. 


G/B (inverted root & third) 


qo mw: 
Ss ces GP? 
Se, 8m 


Exercise 


1. Play a D note on string five. Notice that its third, Fe, is back one fret on string four as used in “Walking on the 
Sun’ by Smash Mouth. 


2. Take the same third as above but transpose the root up an octave. Now you have an inverted third interval as used 


in “Cold Gin” by Kiss. 


3. Take this shape and transpose the whole thing (both notes) down an octave. Now you have the third on string six 
and the root back on string five as used in “Stay Together for the Kids” by Blink 182. 


4. Play the root D on string three. Notice that the third F# is over one string but in the very same fret. This is because 
of the way the second string is tuned. Playing thirds in this way is done in “Brown Eyed Girl” by Van Morrison 
and “What I Got” by Sublime. 


5. You can also combine intervals that are more than an octave apart. For example, play a root G on string six and a 
third B on string five. Now transpose the third interval up an octave but leave the root unchanged. You now have a 
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root on string six and a third all the way over on string three. Similar shapes are used in “Scar Tissue” by Red Hot 
Chili Peppers. Some musicians refer to this as a “tenth” because the transposed third is ten notes away from the 
original root. A tenth and a third are actually the same note. 


CAGED Template 
All of the chord shapes and arpeggios that you learned in Chapter 3 consisted of roots, thirds and fifths. The actual 


intervals weren't outlined because it’s more beneficial to focus on visualizing the shapes and patterns. With your new 
knowledge of intervals though, the CAGED template can take on a whole new meaning. Can you play through the 
arpeggios and figure out what the intervals are? 


Minor Third (a.k.a. Flat Third) 


A minor third is simply one fret lower than a major third hence the term “flat third.” Try going through all the third 
interval shapes you learned and changing them to minor third intervals. This new shape is illustrated for you in the 
diagram below using A as the root. Notice that when playing a root on string three the minor third is over one string 
and back one fret. It looks like a major third shape, doesn’t it? It’s not! Don’t get thrown off by the second string’s special 
tuning. 


A minor (root and flat third) 


a? )|)|l6h Oo mi 
_  — —o 
<a? 8) 


Playing the Major Scale Stacked in Thirds 


To play a major scale stacked in thirds means to play through the scale, in groups of two, with one note always a third 
ahead. Make sure to use only major scale tones. The result is that the first, fourth and fifth scale degrees have major 
thirds while the second, third, sixth and seventh scale degrees have minor thirds. Look below for a sampling of the ways 
you can do this in the key of G. The next two pages provide notation examples of the same concept but with even more 
possibilities. Some examples use inverted thirds. Remember that you can play intervals in any major scale (key) or in 
any position. 


G major scale played in thirds 


mC 
mT CT CT fo 
rr oe 
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Bass 


Playing in Thirds 


Key of G 
Guitar ex. | 
| 3 3 | C4 3 
z - = $3 
2 3 5 7 9 40 42. 44 44 42. 46 9 F 5 3 2 
3 5 7 & 40 42 44 45 45 44 42 40 & F 5 3 
Guitar ex. 2 2 2 
: 3 Ee 2 3 2 || 
9—_4+__3__5 784942 42 4987 5349 
8 2 4 5 F 9 44 42 42. +4 9 F 5 4 2 8 
Guitar ex. 3 $ s $ § 
gs s & & = = 2 £ £ s & gs 
7 & 40 42 +4 45 47 49 49 47 45 +4 42 40 & 7 
& +6 42 43 45 4+ 49 20 20 49 4 45 43 42 +0 & 
Bass ex. | 
$ 4 
$ : Fs ; . = 
2 3 5 t | 9 46 42 44 44 42. 46 9 t 5 3 2 1 
3 5 F & 40 42 44 45 45 44 42 40 & F 5 3 
Bass ex. 2 
g¢ «£8 # & $e te ¢ 
¢ | ¢ 
4 5 7 9 42 +4 46 46 +4 42 +4 9 7 5 
5 7 9 +6 +4 46 47 47 46 +4 42 +0 9 7 


ba 


Bass 


Inverted Thirds 


ee | 


Key of G 
Guitar ex. | 
# oe e 
Py o wo 
a o o 
Z o $ oe : ial o = le o a 
~— & rs 
5 t 9 +6 42 44 46. 47 47 46. 44 42 9 5 
F $ 40 42 44 45 47 49 49 47 45 44 40 F 
Guitar ex. 2 
# e oe 
“ o—__# fe 
r 
4 o ¢ oe ial o - lp o a 
r~— & rs 
2 4 5 t 9 44 42. 42. 44 9 t 4 8 
3 5 7 9 +6 42 44 44 42 +6 9 5 2 
Guitar ex. 3 oe et @ 
“ o 2 £ £ = eo ££ we = £ ry 
ty ° = ° 
4 
8 40 42 43 45 47 49 20 20 49 47 45 42 8 
9 40 42 14 46 47 49 21 21 49 47 46 42 9 
Guitar ex. 4 ‘ea oe a2 & @ < = @ -t- @ ” 
a aan 2 ia oo » i” o 
Z = je je i 
3 5 7 & 40 42 +4 45 45 +4 42 40 7 3 
4 5 7 9g 4+4 42 +4 46 46 +4 42 4+4 7 4 
| Bass = | - oe ft = ec ec = * @ 
tg i jo ‘ = 
4 fe 
5 T 9 40 | 42 14 46 47 47 46 44 42 9 5 
7 & 40 42 14 45 47 49 49 47 45 414 40 7 
Bass ex. 2 oe © ete @ 
eo 2 e £ eo = ww ¢ 2 @ 
te a o io a 
|» oe io 
8 2 4 5 F 9g 4+4 42 42 +4 9g F 4 8 
2 3 F | 9 48 42. 44 +4 42 48 9 5 2 
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Songs with Thirds Sixth 
Here’s a list of tunes that use both major and minor This interval is for all you rock, rhythm and blues lovers. 
third intervals, some of which are inverted. The common “shuffle rhythm” that accompanies this 
style relies on alternating between a root and fifth, and 
Thirds a root and sixth. This is illustrated below followed by a 
3 een ee" GAT See aay ea short list of songs that utilize this common technique. 
“Bhdkbire liebe - oe Veen ee Also, check out the notation example on the next page. 
“Two Step” Dave Matthews Band....sss.ssssssssssssesssesseseessseest -Acous. Gtr. Throughout 
“Tripping Billies” Dave Matthews Band. ...Acous. Gtr. Throughout 
“Lover Lay Down” Dave Matthews Band.......ssccsscssseeeeee -Acous. Gtr. Throughout ddeninceival Conaieyaun 
“Grey Street’’ Dave Matthews Band.....s..sssssesrseessumsrseesse -Acous. Gtr. Throughout i 
“My Best Friend's Girlfriend’ The Cars........cscsscssscccsssesssscessenesseecersene Ger. Intro | 
SRhiannonpsblectwood \Viaciss assassins anne Gtr. Intro | ()——. 6) 
“The Kids Aren't Alright” The Offspring Ger. Intro F 
lta, Barnbassitos Inobosersrsense nese cee natn ether ere ea erne, Gur Intro 
‘Peace liiraimis@at Stevenssasrereccvecrevicena seta nie triste nuntea) Gor. Intro sixth interval (“shuffle rhythm”) 
DOW M|BOyS is Vartan tater er ies eerie ener ee Grr. Intro | 
“Wanted Dead or Alive” Bon Jovi.wwnnnnnnnmnmnnnnsessnnnnnnnennn Ger. Intro l 6 © 
eieleavenpalicos! ic mely: B crys eessses serie cereeteera sr reeeeeiee enero etre Gtr. Intro ‘ 
NPatiencesGunsand\Rosest erect snr ete enero ne Gtr. 3 Intro = 
“Ex-girlfriend”’ No Doubttsiwusdsuadenmananacsminnes Nylon Str. Acous. Intro 
“ATWA” System ota! Downes nscs cece Gtr. Intro, Drop-D Tuning 
“Chop Suey!” System ofa Down............0.6: Gtr. Intro, Tune Down 1 Step Drop-D 2 
WIOIBE with YOUN iiBisececn cence tree mer ete Grr. Solo Sixth 
“Flavor of the Weal” American Hi-Fi.....sccssssssssssssssssssensessssseseeseseseseeees Grr. Solo “JetAirliner’ Steve Miller Bandh......sssssscssssssssecssssesseseeeersenseseee Rhy. Gtr. Throughout 
“Johnny BiGoode@@hucksBcry ese semen Rhy. Gtr. Throughout 
“Love Struck Baby” Stevie Ray Vaughan.....scsssssssssseesnee Rhy. Gtr. Throughout 
“Life by the Drop” Stevie Ray Vaughan.......ccsssssscsssssesses Rhy. Gtr. Throughout 
“Keep Your Hands to Yourself” Georgia Satellites...........0 Rhy. Gtr. Throughout 
“Walking on the Sun’ Smash Mouth... Bass Intro, Organ/Gtr. Riff “Taking Care of Business’ Bachman“[urer Overdtive..........RAy. Gtr. Throughout 
BINeverret OULGOMs bird sye(5 ind aes Grr. Bridge “Rocky Mountain Way’ Jor Walsh.......ssssssssssesssssssseesssssns Gtr. Intro & Chorus 
“How Come” Ray LaMontagne...vccssscsssssssssseessssesssseesessensnseesseee Lead Gtr. Chorus SaiICKiNigalne GratctulllDeadieeeaaneaneaaana nana naannnennen Rhy. Gtr. Verse 
“The Ballad of John and Yoko” The Beatles........ssssssssssssesssses Lead Gtr. Chorus “IWant Youlto WantiMe Cheap Trick tsccrccvcreeasereencreeas Rhy. Gtr. Chorus 
“Stay Together for the Kids” Blink 182..........cssssssssssssssessssssenseees Ger. Chorus “Sweet Home Alabama” Lynyrd Skynyrd...cssssssssssssssssssesssesseenee Ger. Chorus 
“Have You Ever Really Loved a Woman?” Bryan Adams...........0 Gir. Chorus “Red House” Jimi Hendrix. 
U Adams Song: Bini S) Se. aes, ee eee Ger. Verse 
“Scar Tissue” Red Hot Chili Peppers......scssvssscsssssrssecessenssseecessensesee Ger. Intro/Verse 
“Caught Up In You" 38 Special cccaccscecnnnctnsernnnnsnc Gin Into Varo This technique is frequently used together with a flat 
“Days of the Week” Stone’Temple Pilots....:.scssntennenene Gtr. Verse &F Chorus seventh interval. A flat seventh is one fret lower than a 
“Fat Lip” Sum 41.sannsannrneaninnninnnnenninnininnnnin Cee Gs major seventh, or one fret higher than a sixth. Check it 
“Walk on the Wild Side’ Lou Reed.......sssscsssssssscessecsssssnssseesesssnsrseeseesensnseet Bass 


out below along with the notation example on the next 
page. The list on page 128 includes a few tunes that use 
a sixth in combination with a flat seventh. 


ESCHISINI: clog ete eee eer cen cette vee aes a ea ee aoe Bass 


sixth & flat seventh interval (“shuffle rhythm’) 


sixth & flat seventh interval (“shuffle rhythm’) 


©) © 


Sixths Shuffle Rhythm 


Key of G 
G> G6 C5 Cé D> Dé 
4 — — — — eo — ea 
t — — — — — — 

Gtr. A eo et oot ett te a a to { 
Oe Foe iIt eseevssvesvsw ve vvve Xd id I 
FuvvvvvVee FVvvvuv 

if 22449 9 44 
5—_5_7_7_5_5_7_7_}_0_@_0-_6_0_6_0_6 
B 5577 5 5 7-7} 3 3-3-3-33-3-3 557-75 
3-3-3-3-3-3-3-3 33333 
ee 2e 
4, g@aeatlrfealt © ee ee ees Po wares @2eate?oa 
Bass aa} _— ———— [ewcereose 
T 42-42-44 44-42-42 44-44 
K 42-42-44 44-42-42 44 441 46-48-40-48-40-40 46-46 42-42-44 44-42 
B 4640-40-40 40484046 42-42-44 44-42-49 44-441 468-40-48-40-46 
4648-40-49 40-46 46-46 
Sixths and Flat Sevenths ? 
ey of G 
G GS Gi Cc Cc Cc D Dé DY! 
ty — =a. — =a. Pt a i aS i — a. 
Gtr. 4 = o2 babe wala o -O-o | 
a a ee od o a al 
Fvevrevevve ee od 
G GS Gi Cc Cc Cc D> D& D! 
i 22445544 
5_5—_7_}_8_8_7_7_|_@_6_§_6_9_4_04 
B 55 77 8 877/333 3 3 33 3 55 77 5 
3-3-3-33_3-3-3 3333-3 
hele eee tee 
eaaererrirere 5 ppv _ oe @eatehoa 
+ o 
Bass a4 — {aed ——§{ loss Hee oo ee oo | 
T 42-42-4444 45 45-44-4429 4 45 544 
K 42-42-4444 45 4544 44 | 49-49-4640 40—16-40-40-|—6—6_6_6-_6 0-0-6} 42-42-44 -44-42 
B 48-40-4648 —18 40-40-40 46-40-40-46-46 
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Sixth and Flat Seventh 


“Born to Be Wild” Steppenwolte. c,d scsccscseusscessscsssecstssaceucsosssesctssssescessascssses Gtr. Intro 
sRockand)RolligitedZeppclinmessete ee ee Gtr. Intro 
“Riding With the King’ BB. Iaingrail nic Clapton ess ssstsr eee Grr. Intro 
“Tell Me” Stevie Ray, Vauighianiisrss: verse csessiescsnstt tas siesstsrent wegen ston teeeaees Grr. Intro 
“Once Bitten Twice Shy” Great White........ssccssscsssesssssccsuenssseseessenseseee Ger. Intro 
AreteCinsetin DMEM) Weta IB EAE, ccreocorcenensencnson reeocneenmnroonoen cen Acous. Gtr. Intro 
“Custard Pie” Led Zeppelin sca ssstietesesesd es sseitsaiecnaisteassctueecetense Ger. Intro & Verse 
“Gimme Three Steps” Lynyrd Skymyrd.......sssscssscsssssnssseescesenerseeseresnsnsees Gtr. Verse 
eV Vala nis Waly se Sterorscrn tinier ese ese eee eens Gur. Verse & Chorus 
“Sunspot Baby” Bob Seger and The Silver Bullet Band.........ssssssssseese Ger. Chorus 
Octave 


Octaves are higher or lower occurrences of the same 
note. Octaves are two strings apart, and two frets apart 
when your index finger is on string six or five. Octaves 
are two strings apart, and ¢hree frets apart when your 
index finger is on string four or three. This is because the 
second string comes into play and is tuned one half-step 
lower. 


When your index finger is on either string one or two, 
then you can go down an octave by moving over three 
strings and up two frets. When your index finger is on 
either string three or four, then you can go down an 
octave by moving over three strings and up three frets. 


octaves 


Finally, strings one and six are both tuned to E and are 
two octaves apart. The notes on both strings are the 
same in each fret. 


Songs with Octaves 


Playing octaves is extremely common especially in 
alternative rock music. A list of good examples is provided 
in the next column. To finger octaves you need to mute 
unwanted strings because octaves are two strings apart. 
This is accomplished by leaning your fingers back and 


touching the strings you intend to silence. 


Octaves 
maine siimillendticemrec chr terete ne el ee ree ea re oe Renna Ger. Intro 
aMyi@wnWorstiEmenty tit eteerren ade rthonc tanner centnee t Ger. Intro 
“In and Out of Love” Rontlavieer rence ere Gtr. Intro, Chorus 
“1979” The Smashing/Punapkinsasmeascwm nae eneerrerrte Ger. Intro, Verse 
i Kashinnltgag bed! Zeppelintes merece erence tere mente mem naar are Ger. Riff 
slonmisrant Songtlved:Zeppelin ma.nertene tn tae caneerentan tren Ger. Riff 
Lesa) A) AY” Tove) VES NGS cnecoccctern ercconccocrtirmcoemncecrrocceEmR ELIE Grr. RiffA 
Ragpole'Sittay rlarvey Dangense: meen semen mcm ena ccnmnmeay Gtr. RiffA 
ie vlyzSharoma gg ne! Kinaclemeesetee san nee nrrn nentern i rr eee ne Gwr./Bass Riff 
-GlickiGlick BoomigSalivater sneer canst anette are Gur. 3 Bridge 
iE TOUr Disease mrsalyameerene eer one meee tenors Grr. Riff B Bridge 
i Photographie Weezera.wer mcm neter enn mm eww nemir mn rr ie Grr. Solo 
ib Glosingalinieg Semusonices seems er rnmern eemrrn ur nmae nner Grr. Solo 
“Riviera Paradise” Stevie Ray Vaughan & Double Trouble. Gtr. Solo 
“Flavor of the Weak?’ American Hi-Fi......cccscsssssssessssssssesssssseeee Gtr. 3 Pre-Chorus 
“Rock the Party (Off the Hook)” P.O.D. (Payable On Death)........... Gtr. Chorus 
ip Adam SiSOne yb links 18) seers aemne me erent een Gtr. Chorus 
“| Love Rock ‘N Roll” Joan Jett & The Blackhearts... .. Gtr. 3 Outro-Chorus 
iS Alliche:Smalliliningss) Blinks] 92 ements ennnet ranean Ger. Interlude 
“Killing in the Name” Rage Against the Machine...........0....00. Ger. Interlude, Bridge 
elniloo! Deepa Sunr4ltere: see anne rn en Ger. Interlude, Bridge 
“Wish You Were Here” Incubus.......csscssssssesssseessseesseesesseeseee Gtr. Interlude, Bridge 
“Spiders” SY StenalC Hall DOwiierrmeen tere cement Grr. Chorus, Interlude, Solo 
“Third Stone from the Sun” Jimi Hendrix........scsscsssseseseesssee Gtr. Main Melody 
“Higher Ground” Red Hot Chili Reppersitre tea ence reer ree Bass 
Aeroplane Red irot ChililPeppersttcnneea earner eae ern tantrer aan Bass 
“Love Rollercoaster” Ohio Players/Red Hot Chili Peppets....ssssssssssssssseese Bass 
p Paranoid) tBlack Sabbaths: nem ir creumen en eluate emer ly cee Bass 
is LYN WWely ie ey Keay tment ener Bass 
Conclusion 


Now you know all about the distances between notes, 
how they’re measured and what they’re called. You've 
explored the most commonly used intervals and the 
ways they can be arranged on the fretboard. The song 
references demonstrate how these intervals are used in 
popular music. 


Talk to Me 


Have any questions or comments about this chapter? 
Are there other song references that you think make 
good examples? I want to hear from you! Contact me 


through my web site: http://Guitar-Music-Theory.com 


About This Chapter 


In Chapter 6 you learned that a chord is built from a 
group of three major scale notes called triads. Triads 
include a root, third and fifth. Adding any other intervals 
creates chords with extensions. In this section you'll learn 
some examples of how to add the remaining intervals of 
the major scale (second, fourth, sixth and seventh) to 
chords. You'll see how some of these intervals fit into 
the CAGED template and what songs will help you put 
these new chords to good use. 


Topics Covered 


I. Chord pattern with sevenths 

2. CAGED template with sevenths 
3. Seconds, fourths, sixths, ninths 
4. Chord building chart 

5. Sample chord shapes 


6. Song references 


7ths 


Remember in Chapter 6 when you used the G major 
scale to build chords and the major scale chord pattern? 
Let’s take that same concept a step farther by adding a 
7th interval to each chord. In the steps that follow, you'll 
be using the G major scale and its chord pattern. 


(}) Major Seven 
Let’s add a 7th to the I chord G. Play the notes of the G 


major scale, starting on G, and count until you reach the 
seventh note. The seventh note is F#. When you add this 
note to a G chord, the new chord is Gmajor7. 

In the diagrams below you can see a common way a 7th 


12) 


Chapter 10 


Chord Extensions 


interval is added to an “E form” barre chord. Notice how 
some superfluous notes have been omitted in order to 
create a shape that’s both easy to finger (no barre) and 
pleasant in tone. Be sure to mute the omitted strings! 
Like an “E form” barre chord, the root is under your 
index finger on string six. 


G™*7 (“E form”) 


This is a very common major seven chord shape but 
it’s usually only found in music like jazz where major 
seven chords are used frequently. If youre interested in 
hearing this particular shape utilized in popular music, 
check out the verse to “Miserable” by Lit. In this song 
the shape is moved to the sixth fret and played as an 
B?major7 (guitars are tuned down one half-step). 


(ii) Minor Seven 


Next let’s add a 7th to the ii chord Am. Play the notes of 
the G major scale starting on the second scale degree A 
until you reach the seventh note. In the G major scale, G 
is seven notes away from A. This G can easily be added 
to an Am barre chord (“Em form”) by simply removing 
your pinky finger. With the addition of the G note the 
chord becomes Aminor’7. 


Ami’ (“Em form”) 
oO 
re 
SO 


_—— 
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Minor seven chords are very common in popular music. 
The following songs use this specific minor seven shape, 
or pieces thereof. 


Minor Seven (“Em form’) 
siEye:ofthe Tiger Sunivor iene Ga cmcnacentecn caterer arnntes Ger. Intro 


“Fly Like an Eagle” Steve! Millen Banden cee meer emerer ete Grr. Intro 
“Cold Shot” Stevie Ray Vaughan....... ...Gtr. Intro Verse/Chorus 
Blearsiinieaventebnc ©Lptonkeee sateen senna Ger. Intro/Chorus 
me Ghangelthe VVorGimbic Clapton mses nmnennnn Ger. Chorus 
“Let It Ride” BachmanTummer Overdrive.......cscscssscssscssscseseseseseseees Gtr. 2 Intro/Chorus 
“You Ain’t Seen Nothin’ Yet” Bachman“Turner Overdrive...........- Gtr. Pre-Chorus 
“Jump, Jive & Wail” Brian Setzer Orchestra...essssssssssesssssseuesnseeseen Gtr. Second Verse 
“Oye GomoValeSantanace nase Gtr. 1, Organ Arr. For Guitar 
BDO) Rist Ga)iniries © hickents hacks sess tnt eens Grr. Throughout 
‘ ‘Daughters’ SaJohint lV Layer veer me emnesemenn a ettnnte ne Sian Ger. Intro/Verse Bm7 


Major and Flat Seventh 


When you compare the 7th intervals of the I and ii 
chords you'll notice that they’re different. In the case of 
the I chord, the 7th interval is one fret shy of an octave. 
This is called a major seven. In the case of the ii chord, 
the 7th interval is two frets, one whole-step, shy of the 
octave. This interval is called a flat seven (b7) because it’s 
one fret lower than a major seven. 


(iii) Minor Seven 


Moving on. Let’s add 7ths to the rest of the template. 
‘The iii chord B minor becomes a minor seven and the 
shape is identical to the ii chord. 


(IV) Major Seventh 
The IV chord C becomes a major seven like the I chord. 


In the diagram you can see a common way to add a 7th 
interval to an “A form” barre chord. This shape is more 


common than the previous major seven shape and more 
likely to be seen in popular music. In the next column is 
a short list of tunes that utilize this shape. 


M47 (“A form’) 


Major Seven (“A form’) 


“Under the Bridge” Red Hot Chili Peppets........ssssssssssssssssssssesumsrseeseen Gtr. Verse 
SAE AVE al cublige acters ees Sorte cree tori Nahant ee set aweceaen ees Grr. Intro/Verse 
“Show Me theWay” Reterdltramptonierctcesstertet ete etre Grr. 1 Intro/Verse 
“You've Got a Friend” James Taylor......scsssccssccsssssssscessenssceseessenssseseers Gur. Chorus 
“Everyday’’ Dave Matthews Band.......... .. Gtr. Intro/Verse 


Salinatilining (Oui selhe @nccers meee eee ere Ger. Ending 


Dominant Seven (V) 


The V chord D is unique in that it’s a major chord, like 
the I and IV, yet it has a flat seven interval like the minor 
chords. This special combination is called a “dominant” 
seven chord. For some strange reason a dominant seven 
chord is simply referred to and written as 7. For example 
GMaA7, Ami’, Bmi’, CM47, D7. The reason for this remains 


a mystery to me but that’s how it goes. 


In the diagram you can see how to add this interval to 
an “A form” barre chord. Dominant seven chords are 


very common in popular music. Following the diagram 
is a list of songs that use this specific dominant seven 


chord shape. 


Dominant Seven (“A form’) 


“Alive” Pearl Jam (Bridge 2:48 Open A7) 

“Black” Pearl Jam (Intro E7) 

“Papa's Got a Brand New Bag” James Brown (Verse End E7) 
“Drive” Incubus (Pre-Chorus 0:42) 

“Nothing Else Matters’’ Metallica (Verse B7) 


(vi) Minor Seven 


Next is the vi chord E minor. It becomes a minor seven 
chord like ii and iii. In the diagram you can see how 
to add a 7th interval to an “Am form” barre chord. 
Coincidentally, this is accomplished by removing your 
pinky finger, just as with chords ii and iii. 


Emi’ (“Am form”) 


This shape is used more than any other seven chord. If 
you eliminate the root on string five, then it’s easy to 
get this shape confused with a partial “C form” barre 
chord. The following songs all make good use of this 
very popular chord shape. 


Minor Seven (“Am form’) 


a Change theV.voridigtiic Clapton mses ete ser nmnnen Ger. Chorus 
“Killing in the Name” Rage Against the Machine... Grr. 2 Bridge 
“Do Right’ Jimmie’ Chicken Shack. Ger. Throughout 
“Long Train Running” The Doobie Brothers.........:.sssssssssssssses Gor. IntroVerse 
aa ear sii) pleayen tab tic Clanton meses nn ene tnren Ger. Chorus 
“Let it Ride” BachmanTumer Overdrive.....ccsscssscssscssscssscsssessseseseeseeee Grr. Intro/Verse 
she Ooke Bhies lravelersnvae i merase meee eee Grr. Throughout 
ESay ItAIn it: Sov; Weezer sateen ten nena ten: ten sues neni emranccnraens Gor Intro 


“Black Water” The Doobie Brothers..........sccssscssssssssssssssesessssssseeees Grr. Intro/Verse 


(vii) Minor Seven Flat Five 


Lastly, let’s add a 7th interval to the vii chord F# mids, 
This was left out of the chord pattern from Chapter 
3 because it’s seldom used. If you ever do come across 
it, then it’s most likely to have a 7th in it. The chord 
that’s created is called F#mi7>5 (that’s a mouthful). It’s 
occasionally referred to as “F# half diminished” because 
it’s almost a diminished chord (diminished chords are 
not covered in this book). It’s identical to the vi chord 
E minor with exception to the flat fifth interval but the 
fingering ends up being quite different. Below you can 
take a look at this chord shape followed by a list of a few 


tunes that actually use it. 


Fmi7>5 (“Am form”) 


Minor Seven Flat Five 


nGhancethe Vvendisinc Claptonmssss sents tt anennes Gur. Chorus 
“Smooth” Santana. ..Rhy. Arr. For Gtr. 


That completes the major scale chord pattern. The 
next column contains an overview of the chords with 
7ths. Can you play through the whole template with 


sevenths? 
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Major Scale Chord Pattern with 7ths 


I major seven (usually written GM47 or G4) 

ii minor seven (usually written Ami’, Am’ or A-’) 
iii minor seven (Bmi’, Bm’ or B-’) 

IV major seven (C™47 or C4) 

V dominant seven (always written simply as D’) 
vi minor seven (Emi’, Em’ or E-’) 


vii minor seven flat five (F#mi7>5, F#m7)5, F#-7b) 


Changing Keys 


Just like the original major scale chord pattern, all keys 
and all intervals are the same. In other words, the I chord 
is always a major seven regardless of key, the ii chord is 
always a minor seven, etc. Once you have the new chord 
shapes with 7ths memorized, you can slide the chord 
pattern around the fretboard and play in different keys. 


Changing Strings 


In order to complete the chord pattern starting on the 
fifth string, you'll have to learn a few new shapes. You 
already know how to play major and minor seven chords 
on both strings six and five, but the dominant seven 
and minor seven flat five shapes so far have not been 
illustrated on string six. 


‘The notation examples on the next two pages demonstrate 
how to play through the chord pattern with sevenths. 
‘The first example uses the key of G starting on string 
six. The second example uses the key of C starting on 
string five. The C example shows you two new chord 
shapes that are necessary to complete the pattern in this 
position. They’re the V chord G7 on string six and the 


vii chord Bmi7>5 on string six. 
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Chord Pattern with Sevenths 


Key of G 
Imaj7 iimin7 iiimin7 IVmaj7 V7 vimin7 viimin7b5 Imaj7 
*y g Z Z . g E Z 
Gtr. Z Z cA bb 
on 
5 7 3 5 F 40 
F 3 5 7 5 t & 48 42 
4 5 7 4 5 F 9g 44 
4 5 7 5 F 9g 48 42 
B 7 9 3 5 7 9 46 
3 5 7 
i — @ o ~ 
Bass E% oe eo o ul @ oe nl eo | a 
al =e! — — — = — — 
T 4 5 7 9 44 
A 4 5 7 2—5 4—7 5—9 40 9—42 
B 2—5 3—+ 5—9 3 5 F 9 40 
3 5 F 
Imaj7 viimin7b5 vimin7 V7 IVmaj7 iiimin7 iimin7 Imaj7 
,§_¢ _¢ sg _» 4 _ 
eb | Z = | g d 
P p——P s—4 
P a 
40 7 5 3 F 5 
F 42 40 8 F 5 7 5 3 
4 9 F 5 4 F 5 4 
42 40 9 F 5 7 5 4 
B 49 9 7 5 3 9 7 
7 5 3 
@. 
To ial 2 
Od = @ oe e @ oe @ oe = ec! 7 i 
© tbl | oe o oe 
Se ee =e! 
— em — — — 
T 4 9 F 5 4 
ry 42—9 40—? 9—5 7 5—2 7 5 4 
B 40 9 F 9—5 3 9—5 7—3 5—2 
F 5 3 


Chord Pattern with Sevenths 
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Key of C 
Imaj7 iimin7 iiimin7 IVmaj7 V7 vimin7 viimin7b5 Imaj7 
ge & a 
Z 
cw. [OZ —————— — 
nn a i—> + 
a Oo 
3 5 7 3 5 
— 5 6 | 8 4 3 5 6 8 
4 5 z 2 4 5 # 9 
5 7 9 2 3 5 7 9 
B 3 5 # 5 7 
4 3 5 7 8 
: a? et o —=— — —, cl & 
Bass 4 oe _ | = : ow? e : ai = | 
ae = ae = — e Lo — —— ad sae 
T 4 5 7 
a 2-5 39 | 5—9 2 | 3 5 | 7 9 | 
5 3 5 7 03 2-5 3-7 710 
1 3 5 7 8 
Imaj7 viimin7b5 vimin7 V7 IVmaj7 iiimin7 iimin7 Imaj7 
d 77 S 
Z 
2 Fa : = e Ee Z l 
Zs 2. ig Bo 
> 3 = is 
5 3 z 5 3 
+— 6 5 3 4 8 8 5 
9 z 5 4 2 z 5 4 
9 7 5 3 2 9 7 5 
B 7 5 # 5 3 
8 z 5 3 4 
ae = —— 2 = —£ Z fe 2 
= ae ==: = P| 
= — — Basal * el od — —_ 
T 7 5 4 
x8 F 5 3 2 95 #3 52 
5 10-7 85 73 52 3-0 7 5 3 
8 # 5 3 1 
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CAGED Template with 7ths 


In the pages that follow you can see how each chord in the key of G can be played using the CAGED forms with 
sevenths added. Each group of diagrams begins with an illustration of where the seventh interval is in relation to the 
root. In some of these examples you can fit the seventh interval somewhere other than indicated. You can experiment 
with other possible shapes on your own. Be sure to look up and play through some of the song references (the songs listed 
throughout this chapter use pieces of the chord shapes illustrated but not always in the same position). 


Major 7" (as used in GM47) 


G™MA47 (open form) 


See 


G™AT (“C form”) 


a © 
eee © 1. 


“Best of My Love” The ies 
“Dust in the Wind” Kansas. 


G™AT (“A form”) 


oo (I le 


“Driveiincubussse esa ee et 
“Show Me the Way” Peter Frampton.......... 
“You've Got a Friend” James Taylor............ 
“Everyday” Dave Matthews Band.............:+ 
“That Thing You Do” The Onedets............. 


A Minor Seven 


b7* (as used in Ami’) 


fd 6 


“Change the World” Eric Clapton.....ssssssssssse: 
“Killing in the Name” Rage Against the Machine’ 
“Do Right” Jimmie’s Chicken Shack.........:sssssesssee 
“Long Train Running” The Doobie Brothers.......... 
“Tears in Heaven” Eric Clapton.......:csssscseesssseee 
“Let it Ree Bachman-Turner Overdrive..........:+ 


Ami’ (“Em form”) 


a 


“Eye of the Tiger’? Survivot......esssscsscssee 
“Fly Like an Eagle” Steve Miller Band......... 
“Cold Shot” Stevie Ray Vaughan... 
“Tears in Heaven” Eric Clapton... 
“Change the World” Eric Clapton........... 
“Let It Ride” Bachman“Tumer Overdrive... 
“You Ain’t Seen Nothin’ Yet” Bachman~ 
“Jump, Jive & Wail” Brian Setzer Orchestre 
“Oye Como Va Santana..ceesscssseeseeen 
| “Do Right” Jimmie’ Chicken Shack........... 
“Daughters” John Mayer.......sssesssseessseses 


es 
ay ae a a i es Pe ee ee ee ee ee 


The songs listed throughout this chapter use pieces of the chord shapes illustrated but not always in the same position. 
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C Major Seven 


7* (as used in C™47) 


tS 


eee | a inn ss 

SE UStiINiche VV nel ansacee eee nena ear 
 Gollidewsilawie Dayaemesesenere urna emere neenee Gtr. Verse Capo IV 
splushii Stone emplePilotseencsenceece teases coerce Grr. Verse 
“Riviera Paradise” Stevie Ray Vaughan & Double Trouble..........:::0:0sss0: Ger. Verse 


(CMA7 (“A form”) 


“Show Me the Way” Peter Frampton........... 
“You've Got a Friend” James Taylor...........: 
“Everyday’’ Dave Matthews Band... | 
“That Thing You Do” The Onedets............ 


“Tighten Up, Pt. |” Archie Bell 8cThe Drel....= 
“Fire and Rain” James Taylor.......sscscsessssssseeseeee 
“Under the Bridge’ Red Hot Chili Peppets...... 


(MA7 (“E form”) 


C™A7 (“D form”) 


3 3 © 
il 
“Ventura Highway’? America...eccsssccscssscsssccsssesecescessensrssecersensesee Intro Open Dma7 

et 


The songs listed throughout this chapter use pieces of the chord shapes illustrated but not always in the same position. 


D Dominant Seven 


b7% (as used in D7) 


D’ (open form) 
CO 


“Margaritaville” Jinumy Buffet. ....sssnnesnnssstsssnnnnnnen uum ce eee 
Gross RoadiBluesCreimm veer nee re ne ee eter 


“Born on the Bayou” Creedence Clearwater Revival. 
“DownWith Disease” Phish...........ccssssssesseeeen 


“Get Down Tonight” KC and The Sunshine Band.... 


D’ (“A form”) 


“Alive” Pearl Jam (Bridge 2:48 Open A7) 
“Black” Pearl Jam (Intro E7) 

“Papa's Got a Brand New Bag” James Brown 
“Drive” Incubus (Pre-Chorus 0:42) 

“Nothing Else Matters’’ Metallica (Verse B7) 


D7 CE form”) 


“Couldn't Stand the Weather” SRV (Intro 47, G7) 
“Sitting, Waiting, Wishing” Jack Johnson (Verse G7, F7, C7) 
“Possum Kingdom’ The Toadies (Intro/Verse Open E7) 
“Change the World” Eric Clapton (Chorus G#7) 

“Tears in Heaven” Eric Clapton (Intro E7, Chorus F#7) 


“Do Right” Jimmie’ Chicken Shack (Verse A7, C#7, D7) eS a 


“The Hook” Blues Traveler (Verse/Chorus C#7) (D) 
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E Minor Seven 


b7* (as used in Emi’) 


— 
OS =O — Lg o 
ee ee ee aetote 


Emi? (“Em form”) 


¢ Sn ek ee ee ee 
a 
l_[ lel Tel lel 
a 
a a 


“Wonderwall” Oasis.......cs0sssssssssseesnen 
“Wish You Were Here” Pink Floyd......... 
“Eye of the Tiger’ Survivor......s.c.sccsscsesee 
“Fly Like an Eagle” Steve Miller Band......... 
“Cold Shot” Stevie Ray Vaughan... 
“Tears in Heaven” Eric Clapton... 
“Change the World” Eric Clapton........... 
Emi? (“Em form” ver. 2) “Let It Ride” Bachman“Turner Overdrive..... 


“You Ain’t Seen Nothin’ Yet’ Bachman 
a “junnp, Jive & Wail” Brian Setzer Orchestra 
; a a ee 


ooo as Sart 
“Daughters” John Mayer.......-.ssscsssseeee 


“Change the World” Eric Clapton. ...sssssssssssee 
“Killing in the Name” Rage Against the Machine: 
“Do Right” Jimmie’s Chicken Shack........:sssssesses 

“Long Train Running” The Doobie Brothers.......... Emi’ (“Am form” ver. 2) 
“Tears in Heaven” Eric Clapton........cscsscceesesee: 
“Let it ees Bachman-Turner Overdrive... 


The songs listed throughout this chapter use pieces of the chord shapes illustrated but not always in the same position. 


Io7 


Fi Minor Seven Flat Five 


FH mi7 bs (“Em form”) 


“Change the World” Etic Clapto 
“Smooth” Santana 


“E Form” Barre Chord with Major 7th 


An F chord played at the first fret in the open-position is actually a partial “E form” barre chord. This F is commonly 
played as a major seven chord by incorporating the open first string (E is the 7th or F). This is the most widely used 
major seven chord by guitar players attributed to the convenience of the 7th interval (the open first string) and the easy 
fingering. Here it is along with some good song examples. 


' par ee tees “E form” Major Seven (F) 
| eSpacei@dditysDavid Bowles seen en nce ren mn 

“Best of My Love” The Eagles. 

“ese lRenrenaloetr | Vee VoUr” TEM. crcoiecrnacnmmonmccnmicos Ger. Verse 
BV Vinatilts ules verlast mma erect arene eran anne Gur Intro/Verse 
“Band on the Run” Wings... Ger. Section 3 
“Stairway to Heaven” Led Zeppelit.......csscesssssssesrseeeens Gtr. Intro &§ Throughout 
Dreams’ Hlectwood!Vlactes.ttne mcrae tacetau aboot sch, Ger. Throughout 
LOJA} (PR: erred cererrnes arenes on Ger. 2 Intro 
“Californication” Red Hot Chili Peppers......ssssssssssssssssesssssesmessssssseseeeesee Ger. Verse 
“Tighten Up, Pt. 1’ Archie Bell 8¢ The Drells.........sssssssssssssusseseeesssene Grr. F#maj7 


Adding Other Intervals 


Now that you know how to build chords with sevenths using the major scale you can experiment on your own with 
adding other intervals to the chord pattern. The rest of this chapter will help you along the way by talking briefly about 


the other intervals, illustrating some common chord forms and listing more song references. 
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Second (a.k.a. Ninth) 


Seconds are difficult to add in the first octave because 
they’re too close to the root. They usually need to be 
added in the next octave or higher. Because of this 
transposition, they're almost always referred to as 
“9ths.” Both intervals, 2nds and 9ths, are the same, only 
separated by an octave. For example, play the notes of 
the G major scale, starting on the first degree G, and 
count until you reach the ninth note (this will take you 
into the next octave). Upon comparing the ninth note to 
the second note you'll realize that they’re both A. 


When you add a 9th to a major chord, for example G 
major, it’s called G4P>? (don't confuse this with a G49, 
which is a GM47 with a 9th added). Occasionally you 
may find G4PP? written as GADD? and for most intents 
and purposes they’re both the same. 


You may be wondering why other intervals aren't 
renamed when they're transposed up an octave. For 
example, the seventh interval that’s most commonly 
added to an open G major is actually two octaves away 
from the root. Why not call it a 14th? Because that’s 
the way it is, my friend. So, remember that roots, thirds, 
fifths and sevenths are always called such regardless of 
which octave they’re in. 


A very popular voicing on guitar is an add? chord with no 
3rd. This voicing is sometimes created by default, when 
it’s impossible to add a 2nd or 9th without omitting the 
3rd. Without the 3rd, the chord is really just a power 
chord with a 9th added. This should technically be 
called something different but more often than not it’s 
still written as G4>D9 (or whatever the chord may be). 
Other possible names are G°APD® or G5APD2 (a power 
chord with a 9th added), G“? or G"*2 (meaning that 
the 3rd interval is “suspended” or left out), and GADD? 
or G*wwADD?_ Why can't we all agree on one name? 


Try adding 9ths to the entire major scale pattern on your 
own. When you do this you'll discover that some chords 
have a flat 9th interval. The flat 9th isn’t used much 
but it’s still interesting to see how it comes from the 
scale. In the upcoming diagrams you can see the most 
common shapes that result from adding a 9th interval to 
the CAGED shapes. Don't forget to try moving shapes 
around the fretboard. 


open cm 


“C Form” Add 9 


i Closersto rime pilin dict! Girls secre eee nee see reese en ne eee eercnree earn ne 
“Talking About a Revolution” Tracy Chapman.....esssssssssssrssssssseesnsessesimesnseesensees 
“Old Apartment” Barenaked Ladies... 
ia fll acl KOOO!O0O sa arerralcec! [eaclics eset tesserae eneeer ane ten seenn arene neers 
“Good Riddance (Time of Your Life)” Greenday.......:.cssssssssssussssssseumsnseeseen 
“Sweet Home Alabama’ Lynyrd Skynyrd. 
EN Vomnder wallli’¢ @iasisse steerer cts stare trite retry serene react ene aes eee 
“Semi-Charmed Life” Third Eye Blind........csscsssssssssssssecessnesseecesssnsnsesecesenenseseeen 
“There She Goes” Sixpence None the Richer......csssssssssssssssssesssssssssssssseesesesesseens 
SBreathiyFaithillilll: scours sence tse erry ne ete enon oe ete menage ne 


“Cover Me” Candlebox.... 
ie VETO WA E raricquc UG lectassenesses ateesmersect a cmecr omnes eemerecner aertanie tence eta eenenerr a eererae 
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“A Form” Add 9 “D form” add 9 


slake yal Picture gab ite rssmce meee ee net een een ne eee ee teen em rere tes 
Se SUTMIMETOtO gam ryare\clannsenee see tener entree te narra teen eee tererrnests 
eta SSonei(Pemilire)jmoilvercts airs emer seer saecresaareresaeenrrsnar Ean 
“Backwaters Meat Puppets see cce saa ene cr ese nen wees neta eee ne tera 
“What | Am’ Edie Brickell 8 The New Bohemians......ses:esssssssessstentintinnnststn 
BEVelry Breath OUilake gallle10 icc erent sess etna snes tannentneeeertan 
BIvlessagelinia BOCUE Is lIhnc Eolicc eee nes amen rat eaten tent rane 
5 Fine amd] Rairvig|arnes Day lorsececcererssctereeseeecse eereesecreeer aaah enters 
pal Rea vy ls] a taser me een eee eee eee Percent 


ee Stallwvay.to leaveniied'Zeppelin sce etree eer ene ee 
“The Ereshiment’ Verve Pipes <ctandts a esetecen aacteete tert cence cnet 


EADP9 (open form) 


Fourth (a.k.a. Suspended Fourth) 


Fourth intervals are usually only added to major chords. 
‘They almost always take the place of, or “suspend,” the 
3rd hence the term. In the event that the 4th doesn't 
interfere with the 3rd and it remains in the chord, you 
may see it as “add4.” The 4th interval is occasionally 
added to dominant seventh chords but not usually to 
major seventh chords. Finally, the IV chord has a sharp 
fourth interval which creates an interesting sound but is 
rarely used. 


open Csus4 


“C form” 7 sus4 


“E Form” Add 9 


mGasties)| MadelonSandsl inal lencnxeeme nent nner ener enernen “<C Form” 7 suspended 4 


SETHE Ving ea} inllllendrocemee ee mee tee eee ener er ene Pere ery ores eee : 
Every Breath Youllake’ The Polite’ s mun. sachernn Warum Manne enue, et Down Tonight” KC and The Sunshine Band... ..neser i th Sed 


BEVery Gayl Dave \V[acthews| Band seneen mere eae etn enn nena 
“ANTES Sony (Ojnain lalna))” SI awe, cs ceric nto trenton 
Be Messagelinia) BOCte Mellie) Dolce emmaee stent eer see aernan nanan 
SrellowiMedbettens Pearljame enn mente te eee min trme rr 
plackdand| Diane yajohallVicllercarnp eeeerresmemer seer erent tre names sanrrenenreerian tre 
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“E Form” Suspended 4 


vellow Ledbetter: Pearlijam =. sane ners meen 
“BrassilniPocket ihe! Pretenders cas aereec sere eer are eee er 
a letle Wing ghimilelendtices saree miee ee nate ene nee one nee eee 
SDD Ig ilineeTeriny, Kirervitz ees Ss a ae ae A eee eee 
PAISHOOI UB Elvis Presley atctsnereetie aaah ee tae eee ieee nese 
Winders the) Bridge mRedielor @hilil Rep perarmesser irre iene amerrsreeres 
pilpleavemi¢eos\anelysB ays ame mre tence nee etre once nett mer nrr nec at enim 


A“ (open form) 


D4 (open form) 


“A Form” Suspended 4 


HEye’of the iligen'# Survivoressseenceaeees enema smee ee etre meee 
“Summer of 669” Bryan Adarm...secsssssscsecsecsneee 
“What | Like About You” The Romantics 
“Tears in| leaven'Exic\Clantonis.ceesee ne ccmercm catatonia mares 
“D Form” Suspended 4 
iGanitroul Sees larchalliliicker Bs andemeere cesses sear ener tean rt inrnrae snr nen 
Slale al Picture ia Rilterse are creme eee een eaten neon tn heen eters 
SOISMS sileslanrecernecert ears nent coanione fe cunnmerfeeannmenn titer nen fe tunnmon ta 
SSTOMONTOW geSilverch air were meree ieee een eee nny eae ne Pee 
Esuss f SUMMER Ot OgieBryanyAcaraneesmenstetene tte maeremen tener ere rsnnterte rise same 
E® (open form) + Stall Way; to | I-leavenialbed Zeppelineaeseneeee neem concen nant nearer 
SGlosento Fine dIndigo Gilswrcciae rect sae nia cee ee erran hen ana ta 
pjackcana| Dianem\chnll\icllcncampeseementnntnr rere 
a Manganitaville ajimmyButletem teeta erie eerenenere manner sanermmene Sewiem 


Remember, when playing partial chord shapes you can visualize the root of the 
parent form even if its omitted. 
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Other Extensions 


You're starting to get the point and should be able to 
build chords with extensions on your own. Below is 
a chart that details the scale degrees used for some 
different chord types. Following the chart are a few final 
examples and song references. 


Chord Building Chart 


Chord Quality & Intervals Used Occurs in Major Scale 
Major = 1-3-5..... on (OLME A) 
Minor = 1-3-5. . (ti, tii, vi) 
Minor Flat Five (or Half Diminished) = 1-)3-5..........sssssssssssesseseseesesseen (vii) 
I lft Sluis oxstatalstal | ROUT P= =A, cere ceemcectemer cece eee eRe RRO (LV) 
Seven Suspended Four = 1-4-5-17... 9 
Mr Cero eee ge (LV) ia play alia ts Rummy AS eden VV cll @ hrerrey eee ne enema nen omen 
MiNGrSn ess i) “Come On (Part Il)” Jimi Hendrix. 
Ur iniipaal winieghbe ih ipgnire mio die tno itn “Wall of Denial’ Stevie Ray Vaughat.essesssesssssssessesssesastustssnassisstnesnsseseat 
: TPH ory DOSY ny dha IP altaya eer etcetera ancora eteoneeetee 
Major Seven=ilase5=/ semen a eaere te rene te erent Ene net ee (LIV) Bs pis 
MinormSevenis:l-p3-5-b7.cmme sn mcmmry incre. Wao rma pn mien fe (ii, iti, vi) : ae es ee Peck A eG Rkn ts 5 a Od 
Dominant Seven (or simply Seven) = 1-3-5-b7....sccsssssscssessssssesieessseesesmeeee (V) : ph Vv; a Sos da ea ey saga ae 
Minor Seven Flat Five (or Half Diminished Seven) = 1-53-b5-7.......... (vii) oe ny i aos HTH Eta MNES ua cnt thy 
Scare rica Suita else sree ener errant oa 
(SRY MN PE ee odes (LV) GuiGof Rersomality gileivine, ©alouresseesse een ease anne meen 
(Minor) Add INine =1-)325-9 te menes:eceen renee nnn ree meeneee (ii, vi) 
Major Nine = 1-3-5-7-9...... 
Minor Nine = 1-53-5-7-9... 
INinthii=- 3°5:67_9 eer nee here ron reer en ena eeu e ey eyes 
Emi? 


SSD BIVE traci cect eee oes aes rene Prete ear ee 


ein @ Ufa Ghrayeswei ave ly lattheyye) Eran cleeeyerveererererreeeenneeresniarenrereenneerear 
“Lenny” Stevie Ray Vaughan & Double Trouble.........cssssssssesssssssrseesesssnsnseesessensnseesees 
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Jazzy Songs 


If you want to explore music that features a lot of major, 
minor and dominant seven chords, plus other chord 
extensions, then listen for music that has a jazzy flavour 
to it. Below is a list of popular songs by well-known 
artists that are good examples. 


Songs with Lots of 7s 


mYouve Gotalkriendimjamesilaylorae meets near ner nnime ne renin 


Jazz Standards 


Another option that will surely provide an opportunity 
for you to put the chords from this chapter to good use is 
to play straight up jazz songs. Old standards like “Misty,” 
“Satin Doll,” and “Summertime” are good examples. 
Just be careful because jazz can get pretty complex and 
include musical elements that go way beyond the scope 
of this book. If you decide to go this route, focus on easy 
material that’s geared toward jazz newcomers. 


Conclusion 


Now you know how the major scale can be used to add 
extensions to simple chords. You can create chords with 
more depth and color. The song examples in this section 
will help you put these new chords to good use right 
away (remember that the songs listed throughout this 
chapter use pieces of the chord shapes illustrated but 
not always in the same position). And finally, aren't you 
glad to know what all those numbers written next to 
chords mean? 


Talk to Me 


Have any questions or comments about this chapter? 
Are there other song references that you think make 
good examples? I want to hear from you! Contact me 


through my web site: http://Guitar-Music-Theory.com 


Join the Mailing List 


If you're not already receiving messages from me about 
your purchase, then join the Fretboard Theory customer 
mailing list to receive online bonuses, updates and 
special announcements. Plus, have a direct line to me 
for personal email support. To subscribe simply send 
a blank email to desi-155856@autocontactor.com 
and then wait for a follow up message to confirm your 
subscription (be sure to check your junk/spam folder for 


this reply). 
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Chapter II 


Conclusion 


Congratulations! 


You've made it all the way through Fretboard Theory. Hopefully you completed all the lesson plans and worked out lots 
of songs along the way. If you did, I know that you've learned a ton and your playing will benefit for years to come as a 
result of your work. Read on for an overview of the most important things to remember. 


Visualize 


Visualize, visualize, visualize! Remember to look at the fretboard as a grid. Instead of emphasizing the notes of the 
scales and the chords that you play, visualize their patterns and shapes and how they connect. 


Pentatonic Scale 


Keep in mind that the pentatonic scale is one of the most widely used scales in popular music especially among guitar 
players. Don’t forget that the pentatonic patterns can be either major or minor. The first note in pattern one is always 
the minor root and the second note in pattern one is always the major root. Additionally, you can add chromatic passing 
tones to the scale and create the so-called “blues scale.” Lastly, blues and blues-based rock music breaks the rules 
sometimes in that the minor pentatonic is played over major-based chords. 


CAGED 


Dont forget that the CAGED template turns all of the common open chords into arpeggio patterns that can be used 
to build chords anywhere on the fretboard. Each form connects to the next creating one giant chord shape that can 
be broken up and played in any way your fingers can grab the notes. Any note from a chord can be placed in the bass 
position and you can combine notes on non-adjacent strings. 


Five Is the Magic Number 


Remember that the five pentatonic scale patterns and the five CAGED forms interlock creating a template where the 
scales, arpeggios and chords are available for instant access and application. Don't forget that the whole template can 
work for both major and minor chords. 


Major Scale 


Everything in music is derived from the major scale or thought of in relation to it. It’s used to compose melodies, 
riffs, solos, and bass lines along with being used to build chords, add extensions, measure intervals, and chart chord 
progressions. Any note in a major scale can function as the root creating different modes each with its own unique sound 
characteristics. 
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Songs 


Most importantly, the hundreds of song references in this book will demonstrate exactly how to immediately put all this 
information to good use. Songs are the reason we learn all this technical stuff. They’re the reason we’re drawn to music 
and want to play instruments. Without the songs all you're left with is a pile of meaningless notes. 


Where to Go from Here 


The more that you work with Fretboard Theory, the more you'll grow as a player. Keep reviewing the information in this 
book, and work through the song examples listed in each section until everything sinks in and you can easily transcribe, 
improvise and compose with the concepts you've learned. 


To further enhance your abilities and develop a deeper understanding of the workings of music, consider studying pitch 
and time relationships. This can be accomplished by learning how to read standard musical notation. A traditional music 
theory class can provide you with further insight. Always seek out new study materials, practice a lot, learn many songs, 


jam with friends, form a band, book gigs and play, play, play until your fingers bleed! 


Contact Me 


The conclusion of each chapter includes a request that you send comments, questions or song recommendations. Please do so! 
Positive or negative, I really want to hear your feedback. Contact me through my web site: http://Guitar-Music- Theory.com 


Join the Mailing List 


If you're not already receiving messages from me about your purchase, then join the Fretboard Theory customer mailing 
list to receive online bonuses, updates and special announcements. Plus, have a direct line to me for personal email 
support. To subscribe simply send a blank email to desi-155856@autocontactor.com and then wait for a follow up 
message to confirm your subscription (be sure to check your junk/spam folder for this reply). 


Please Tell a Friend 


I’ve poured my heart and soul into the completion of this book. When I first started this project I was determined to 
go the extra mile and give guitar players a method and resource unlike anything else available. It has taken a decade of 
serving students’ needs to perfect this unique approach. I’ve spent hours, days, weeks, months and years with my nose 
in a tab book and my ear pressed against a stereo to figure out and find the song examples that will be of most benefit 
to you. 


I’m not a big corporation. I’m merely an independent, self-employed guitar player who needs your help in promoting 
my work. Please tell a friend about Fretboard Theory. If you have an Amazon.com account, then you can write a book 
review online (just search Fretboard Theory Desi Serna). If you have your own web site or blog, then you can post a link 
to http://Guitar-Music-Theory.com along with some details about the book. Also, consider joining an online guitar theory 
discussion group or becoming a member of a guitar theory forum and sharing your experience with others. Real testimony from 
actual customers is the best promotion I can get! 


Fretboard Theory DVDs 
Dont forget that select chapters of Fretboard Theory are available on DVD. Visit http://Guitar-Music-Theory.com for 


more details and free previews. Be sure to check back often for new materials and product updates. 


Play Until Yer Fingers Bleed! 
Mr. Desi Serna 
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Ordering 


Additional copies of Fretboard Theory, along with other 
guitar theory materials, are available directly from: 


http://Guitar-Music-Theory.com 


Sign Up for FREE DVD Previews! 


* Connect the five pentatonic patterns to 
cover the whole fretboard! 


+ Transpose to any key! 


* Use hammer-ons, pull-offs, slides and 
bends! 


* Sharpen your alternate picking technique! 


* Create major, minor and blues tonalities! 


* Play the right scale over chords and 
progressions! 


* 2 hours of instruction! 


Beginner/Intermediate 


ll 


94922°70094"°0 


Desi Serna 


Music/Guitar/Instruction 


How it Works 


CAGED Template _ 


—— 


| 


I 
oMs4922"70095' "7 


Acoustic/Electric Guitar 


Music/Guitar/Instructio 


Keys, Numbers, Songs & More! 


Acoustic/Electric Guitar 


Music/Guitar/Instruction 


=| oo on oe The Last Modes Lesson You'll Need! 


Guitar Modes 


The Modal Scales of Popular Music 


INTERMEDIATE/ADVANCED 


Acoustic/Electric Guitar alls. 522 | u 


Guitar-Music-Theory.com U.S. $24.95 


http://Guitar-Music-Theory.com 


How to Make Money Teaching Guitar 
Earn $20-$40 per hour! 


Would you like to make money playing guitar? If yes, then my book How to Make 
Money Teaching Guitar is exactly what you need. When I first began my career as a 
guitar instructor, no instructional material existed to explain how to be successful 

in this extremely lucrative business. I’ve taken my success and created the definitive 
handbook for new and experienced teachers. Through a step-by-step process, the book 
will guide you through the basics of teaching and illuminate the professional and 
personal benefits that a career in guitar instruction can offer to you. Sign up for more 
details and a free preview at: http://Guitar-Music-Theory.com/teach-guitar.html 


http://Guitar-Music- Theory.com/teach-guitar.html 


Music/Guitar/Instruction 


http://Guitar-Music-Theory.com 


Apply Music Theory to the Guitar Fretboard! 


* Map out key notes and navigate around the fretboard! 

¢ Play riffs, solos and bass lines with essential scales! 

* Discover the secret to building chords on the fretboard! 
¢ Chart progressions, play by numbers, recognize keys! 

° Clear up the misunderstanding about modes! 

¢ Harmonize with intervals and add extensions to chords! 
¢ Enhance your ability to transcribe recorded music! 


* Compose, improvise and create your own style! 


How Is This Method Different from the Rest? 


Too many guitar methods borrow from the teachings of other 
instruments, such as the piano, and place emphasis on notes and 
notation. Guitar players benefit by visualizing shapes and patterns 
and how they connect on the fretboard. Visualization is the key to 
guitar playing and the emphasis of Fretboard Theory. 


Guitar players also need to work with familiar songs in order to apply 
their newfound knowledge and remember it. That’s why each lesson 
in Fretboard Theory includes a song list outlining which popular tunes 
best demonstrate each concept. There are hundreds of song references 
throughout this book. No more learning something new without 


knowing how to apply it to your favorite songs. Get started today! 


PLEASE NOTE: For intermediate and advanced level players. 


